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A b strac t
Differing ethical standards within political communication are 
explored to determine a basis for questioning the use o f video 
technology and distortion strategies within political advertis ing. 
The effects  tha t  these modern video and audio d is to r tio n  
technologies might have on the message are addressed by exploring 
historic and analytic research in relevant fields of study. The study 
creates and orchestrates an instrument for determining the effect 
that such "technological distortion" has on the informed electorate, 
ending with an analysis of the data gathered from a pilot lab study 
which uses the designed instrument.
This research advances the argument that technology can be 
used to influence the meaning being drawn by the viewer from the 
video image. Although using technologically distorted images or 
not played little significance in initiating differing opinions about 
the ads themselves, it always played a significant role when judging 
the candidates featured within the ads. Using distortion made the 
candidates in the positive ads always seem much more positive and 
the candidates featured in the negative ads seem much more 
negative. The sponsor in the negative ads always appeared to be 
much more positive when distorted images were used to displace 
h is/her opponent.
The instrument also incorporates a relatively new field o f study, 
"media literacy," as a way to account for response variance and to 
determine whether or not the American people are visually
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sophisticated enough not to be duped by the "tricks of technology" 
now at the disposal of political communicators. The more video 
" lite ra te"  the respondents are, the more "immune" they are 
assum ed to be to the positive or negative influence that the 
d istorted  ads are intended to have. In other words, a higher 
"literacy" score should correspond to a lower respondent evaluation 
for the positive ads and a higher evaluation for the negative ads. 
This highly publicized and sustained notion was not supported by 
this study.
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Chapter 1: Introduction
On October 28, 1968, eight days before the general elections, one of the 
most controversial political ads to date appeared on national television in the 
United States. It followed the direction that political advertising was beginning to 
take (Grove, 1988; Kaughan, 1984; Martz, Warner, Fineman, Clift, & Starr, 
1988; Slater, 1990; Taylor, 1989). Sponsored by Republican presidential 
candidate, Richard M. Nixon, the ad focused on his opponent, Hubert Humphrey. 
It proved pivotal in creating the first landslide victory of its kind in history, "a 
negative landslide. " Even though the winning margin seemed small (with George 
Wallace running as a significant Independent candidate) 28 percent of the 
Democratic voters "turned against the whole set of Democratic policy and 
leadership of the previous four years" (White, 1969, p. 462).
Through the use of montage film editing, Humphrey’s image was filmically 
linked to negative pictures of the social ills and unrest of the time. Enhancing this 
connection, close-up pictures o f Humphrey were distorted in various ways using 
"special effects" techniques. During the ad, his image was flip-flopped back and 
forth, girated, and split into three "mirrored" images. An upbeat rendition of "Hot 
Time in the Old Time Tonight" underscored the ad and distorted into chaotic 
"noise" each time Humphrey’s picture appeared on screen (Jamieson, 1992b, pp. 
245-246). On the following pages this ad is presented frame-by-frame.
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T H IS  TIM B
VOTE
DEFENDED ON IT
Although the use of negative advertising had appeared in previous 
campaigns, the overwhelming success of this ad campaign by the Nixon campaign 
in 1968 spurred many political candidates and consultants to begin incorporating 
the ploy within their campaigns (Grove, 1988; Martz, Warner, Fineman, Clift,
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& Starr, 1988; Taylor, 1989). Since then, there has been much 
concern about the yearly increase in the percentage o f negative 
ads used within the political arena across (Angell, 1988; Berke, 
1990; Devlin, 1993; Kaid, 1981). O f equal concern is the
affordability o f new video technologies which have the capacity to 
alter or "distort" an image or sound in order to add overt (and in 
many cases, subtle) negative comment to the artifice (Kaid, 1991b; 
Massaris, 1990). Recently, the percentage of such video negative 
tactics used w ith in  regional campaigns has risen substantia lly  
(KARE 11 News, 1994; MacNeil & Lehrer, 1994; Mungo, 1994).
Some critics have attacked these tactics, claiming that they 
confuse  the dem ocra tic  p ro cess  of an in fo rm ed  e lec to ra te  
(Jamieson, 1986; Messaris, 1990; Rose, 1983; Spero, 1980). Some 
liken them to the propaganda techniques which Hitler used to
mesmerize the German citizens and lead them astray in the late 
1930's (Larsen, 1995; M cLuhan, 1964; W ilson, 1995). Since 
political ads have become the main source of candidate information 
for the general American populace (Com mittee on Com m erce, 
Science, and Transportation, 1985), some believe they should be 
held accountable to a h igher degree of eth ical scrutiny than
comm ercial advertisem ents (Berke, 1990; D evlin , 1993; Kaid. 
1981).
Others claim that the American people are too smart to be 
duped by such techniques, and that using them only causes either 
a "boomerang" effect (Hamilton, Hunter, & Boster, 1993; Petty &
Cacioppo, 1986) or desensitization  effect (Comstock, C haffee, 
Katzman, McCombs, & Roberts, 1978, pp. 376 & 377; MacNeil &
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Lehrer, 1994) that fosters a negative attitude toward the candidate 
sponsoring the ads. In any case, negative ad tactics are perceived 
as successful (Jamieson, 1992b) and, thus, "neophyte po litica l 
media specialists" have increased the use of them over the years 
(Spero, 1980, p. 136).
The technological distortion of mass media channels has often 
been considered an ethical problem (Gladney, 1991; Harris, 1991;
Martin, 1991; Reaves, 1987; Spero, 1980; Tomlinson, 1987). The
accusation  is that de libera te  d istortions o f audio and video 
channels can leave the v iew er with false image and issue 
impressions in either a positive or negative direction. A political 
"actor" lacking on-screen television competence can be m ade to 
appear as a dynamically forceful and relevant "p ro tagonist"  
through the use of technology (e.g., editing, special effects, etc.),
while the image of an opponent with dynamic TV presence may be
technically manipulated in a negative manner to appear to be an 
inept "antagonist" (Stephenson, 1967). Jamieson (1992a) terms 
this "recontextualizing" as televised "reframing," and considers it 
the most powerful tool for campaigning in modem political history 
(p. 40).
In political communication, greatest concern centers around 
video technology's ability to alter or enhance "reality" and confuse 
the rational decision-making process o f  the informed electorate . 
Held suspect are five categories which Kaid (1991a) terms "’tricks 
of technology:" (1) editing techniques, (2) special effects, (3) visual 
im agery/dram atizations, (4) com puterized  alteration techn iques, 
and (5) subliminal techniques" (p. 153).
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For the past several years, Kaid (1992, 1993a) has headed a 
National Science Foundation task force to analyze the content o f the 
po litica l ads located in The University  of Oklahoma's Political 
Commercial Archive. From 1952 through 1992, an average of 15% 
(312) of 2,107 sample spots have been coded as ethically suspect 
in their use of technology (Kaid, 1992). The average increases to 
42% (100 out of 240 sample spots) for advertisements coded from 
the 1992 primary and general election campaigns for president 
(Kaid, 1993a). It should be noted that televised ads account for up 
to "70% of what Americans hear and see of political campaigns 
today" (Committee on Commerce, Science, and Transportation, 
1985, p. 54). Television's role in the political system plays the 
dom inant role in communication between candidates and voters 
(Berke, 1990; Devlin, 1993; Kaid, 1981).
M any recent studies have focused on the influence that 
political advertising has on the public. Johnston (1990) places the 
concerns of these studies in four major categories: (1) "political 
advertis ing 's influence on voter's perceptions of the candidates" 
and their issues (Cundy, 1986; Meadow & Sigelman, 1982), (2)
" in teres t in the campaign" (Garram one, 1983), (3) "knowledge 
about campaign issues" (Garramone, 1983), and (4) "final vote 
decision" (Faber & Storey, 1984; Nowlan & Moutray, 1984) (p.
333). E ver-increasing ly  so ph is t ica ted  technology , such as
digitalization (discussed later in this paper), increases the concern 
over its potential abuse in the democratic process. "Tricks of
technology" that distort "reality" for voters in all four of the above 
categories have already been used in many political campaigns
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(Angell, 1988; Kaid, 1993b; Sheridan, 1990). Most of the ethically 
suspect technology within political advertising has been found to 
be used within negative ads (Kaid, 1992, 1993a).
The overwhelming success o f negative ads has led to their 
increased popularity  and to an e th ical controversy over their 
legitimacy (Grove, 1988; Martz, Warner, Fineman, Clift, & Starr, 
1988; Taylor, 1989). "There is no universally accepted definition 
o f  negative  advertisem ents," but m ost would agree that they 
basically are "opponent-focused" rather than "candidate-focused" 
and concern  negative issue and/or im age characteristics (Kaid, 
1991b, p. 157).
Again, the ethical concern of negative advertising lies in the 
question of whether or not it serves a purpose in creating an 
informed electorate. Toner (1990) and Slater (1990) suggest that 
these ads help the voter to "compare" and "contrast" a candidate's 
s trengths and weaknesses. The o ther view is that negative  
advert is ing  is m erely  "dirty po litics"  that undermines voter 
confidence and participation (Tarrance, 1980).
The flip side of this controversy is the positive ad that uses 
technical distortion to make a candidate appear in an exaggerated 
positive light. Over the past few years, there has been  a 
substantial increase in the use of technological "tricks" in such ads. 
The abuse potential is that the ads may contain "false, misleading, 
distorted, or incomplete information" about the candidates as well 
(Kaid. 1991a, p. 158).
Take, for example, the mass m edia propaganda techniques 
that Hitler's minister of propaganda. Dr. Joseph Goebbels, used in
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Leni Riefenstahl's films of the 1930s in an effort to take control of 
Germany and neighboring countries. They are "structured and 
em o tiona lly  appea ling ,"  p e rsu a d in g  the v iew ers  "to form 
conclusions that are not necessarily part of the intellectual process" 
(Bone & Johnson, 1991, p. 36). It is considered the most
destructive use of video manipulation in history, used to endorse 
"Hitler and his reign of terror" (Wilson, 1995, p. 268).
"To understand the power of an Adolf Hitler, it helps to see 
and hear his speeches on film rather than simply read them. With 
the maniac glare, gesticulations, and 'special effects'," such as 
editing in "live" audience reactions o f  jubila tion  and absolute 
support and extremely "low-angle" filming, the trappings of "son et 
lumiere" make the "aura o f evil around this man" suddenly  
appealing and "palatable" (Billingsley, 1989, p. 69).
H itler w as not unaware o f  the power he held in his 
propaganda cam paign. He spelled out the importance o f  video
manipulation and how he planned to use it in his book. M e i n  
K a m p f . written years earlier in 1925:
The great masses' receptive ability is only very limited, 
their understanding is small, but their forgetfullness is 
great. As a consequence of these facts, all effective
propaganda has to limit itself only to a very few points 
and to use them like slogans until even the very last
man is able to imagine what is intended by such a 
word. As soon as one sacrifices this basic principle and 
tries to become versatile, the effect will fritter away, as 
the m asses are neither able to digest the material
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offered or retain it. Thus the result is weakened and
finally eliminated (Hitler, 1943, p. 234).
It is clear that Hitler's intentions were deliberate. He 
care fu lly  p lanned his cam paign with the aw areness o f the 
persuasive power of visual manipulation and deception. As a 
means to an end, he felt ethically justified in his own mind in his 
attem pt to save Germany (the end) at any cost (the means) from 
economic collapse. He felt his intentions were good and, thus, 
honorable (Thompson & Bordwell, 1994).
Ethical responsibility "is not a matter of good intention only; it 
is based upon honest and knowledgeable handling of subject 
matter" (Winterowd, 1965, p. 8). The major test o f  ethicality is 
"truth versus falsity" (Kaid 1991a). Johannesen (1990) categorizes 
ethical communication behavior as the conscious choice of: (a) right 
or wrong, (b) subject to potential behavioral effects, and (c) a 
means to an end. "Standards such as honesty, promise-keeping, 
truthfulness, fairness, and humaneness usually are used in making 
e th ica l judgm ents o f  rightness or wrongness o f  com m unication 
goals" (p. 1).
Adhering to traditional beliefs, it is argued that political 
communication should be created to inform voters. "If voters are 
to make rational choices about leaders and policy issues, they must 
have access to information that is true and accurate, unambiguous, 
unclouded by em otion , and, therefore , enhances, rather than 
undermines, the decision-making process" (Kaid, 1991a, p. 146). 
Som e analysts argue that this is not poss ib le  in po lit ica l 
advertising. They feel that television's inclination toward dramatic
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visual im agery  is h aza rd ous  to po lit ica l  co m m u n ica tio n ,  
contributing to unethical advertis ing  outcomes (Spero, 1980). 
Others argue that such dram atizations only help focus voter 
attention on candidate issues and qualifications. Messaris (1990) 
raises serious concerns about this disposition, suggesting that the 
use of video technology achieves imagery that is "just not true." 
The uses o f  such unreasoned televised political d iscourse  are 
"frequent enough and have demonstrated sufficiently misleading 
applications to warrant attention" (Kaid, 1993a, p. 6).
Communication ethicality  takes into account the degree to 
which a communicator "intentionally" uses particular content or 
techniques. Use of "ethically questionable tactics" seems to merit 
the "harshest condemnation." "Undoubtedly, the person who sets 
out 'de liberately  to dece ive  o thers ' by means o f  im proper 
reasoning is morally culpable" (Rescher, 1977, p. 78).
Basic elements of communication ethical analysis consist of "a 
'communicator,' with particular 'motives,' attempting to achieve a 
specific 'end' result with a specific 'audience' by em ploying 
( 'in ten tiona lly  or un in ten tio na lly ')  com m unicative  'm eans ' or 
techniques to influence that audience" (Johannesen, 1990, p. 8). 
The analysis of visual elements and presentation styles o f televised 
political advertisements has become increasingly prevalent in the 
study of their "persuasive appeals and messages." The "straight- 
foward approach" contrasts the "slickly-packaged approach" in 
Shyles's (1984) study of issue and image ads. Researchers have 
become more sensitive to these components as variab les that 
influence "the context of campaigns or the candidates' positions as
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incumbent or challenger" (p. 418). Johnston (1990), as well as Kaid 
and Davidson (1986), identify the need to include "the 'videostyle' 
o f  candidates in terms of verbal content, nonverbal content, and 
film/video production techniques" (p. 334).
This pro ject exp lores d iffer ing  ethical s tandards within 
politica l communication and advertising to determine "common- 
ground" criteria for questioning the ethical use of video technology 
and distortion strategies. It addresses the effect that these modem 
video  distortion technologies have on the m essage; exploring 
historic research in relevant fields of study. Finally, it will attempt 
to create and utilize an instrument for determining the effect that 
such "technological distortion" has on the electorate, ending with an
analysis of the data gathered from a pilot lab study which uses the
instrument. The instrument incorporates a relatively new field of
study, "media literacy," as a way to account for response variance
and to determine w hether or not the American people  are 
sophisticated enough not to be duped by the "tricks o f technology" 
now at the disposal o f political communicators.
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Chapter 2: Review of Literature 
Whatever form public communication takes, mutual trust and 
confidence are viewed as the foundations on which A m erican  
representative democracy functions. Public confidence in reliable 
information, "accurate data and highly probable conclusions," from 
the media in the United States is a goal "being less and less 
attained" (Johannesen, 1990, p. 24). American citizens increasingly 
com plain  about "managed news" and a "credibility gap . . .  in 
com m unication from the governm ent, political candidates, news 
m edia, and advertisers" (p. 24). Statements and claims m ade at 
one point in time too often prove to be "inoperative" later on. A 
substantial portion of governm ent communication and cam paign  
p e rsu as io n  is perceived  by the populus as untrue, "gross 
hyperbole," and dismissed without scrutiny or analysis (p. 25). 
E thics and Political Communication
"This deep distrust of governm ent, and the word o f  the 
governm ent, has altered trad itio na l  po litica l re la tionsh ip s  in 
A m erica. It has shattered the bond of confidence betw een the 
government and the people. And it has diminished our confidence 
in ourselves and in our ability to overcome the problem s that 
confront us" (Wise, 1973, p. 18). Human communication on all 
levels becomes "poisoned" and undermined. "Trust in sources is a 
necessary  condition for verbal communication. Insofar as this 
trust is lost, language itself is undermined. Without willingness to 
believe on the part of the receiver, the source’s language loses its 
in tegrity , and people become divided and alienated" (Sproule ,
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1980, p. 282). As a result, alienation from the "system" and 
polarization of attitudes increase.
"Today there is a tendency to disbelieve the government even 
when it is telling the truth" (Wise, 1973, p. 345). Traditional 
democratic process dictates that one should reject a message only 
after close scru tiny  and evaluation , and not before. The 
com m unicator should  be presum ed "eth ica lly  innocent" until 
proven guilty (Johannesen, 1990, p. 26). Communication tactics 
which undermine the functioning o f the American representative 
dem ocracy  are though t by many to be highly to at least 
moderately ethically suspect.
The democratic process of decision making in the United 
States rests on the acquisition o f  "accurate  and trustw orthy 
information." It is rooted in the requisites of vigorous public 
debate and responsible functioning of the system. Messages are to 
be judged for "adequacy of information, diversity of viewpoints, 
and knowledge o f potential strengths, weaknesses, and effects of 
a lternative  choices," and especially  for m otivation or intent 
(Johannesen, 1990, pp. 24 & 25). These requirements have been 
stressed in several o f the political perspectives developed by 
critical political analysts concerning responsible  comm unication 
within the American system.
Ethical judgments of human behavior focus on the rightness 
or wrongness of a conscious "means" choice that the "actor" makes 
to meet his/her end result or goal. Communicative actions are 
norm ally judged in degree by the ir  potency, the significant 
immediate or long-term effect they have on other humans. In
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hum an communication, ethical value standards of right and wrong 
are based prim arily  on the degree of "honesty, tru thfu lness , 
fa i rn e ss ,  and hum aneness"  m otiva ted  or in tended by  the 
orig ina to r . Thus, potential e th ica l issues arise when hum an 
behavior involves a conscious "means" to an "end" choice, has a 
significant impact on others, and when it can be measured by a 
standard of right and wrong (Wellman, 1975, p. 285).
An age-old question arises between the relevance o f  what 
people do versus what they ought to be doing in their physical and 
symbolic efforts (Pritchard & Morgan, 1989). In the context o f the 
ethics of modern advertising (as well as all other communication), 
conflicting views arise. Levitt (1958) feels that it is presumptuous 
and perhaps unethical to attempt to judge the motives and ethics 
o f  others, since ethical judgm ents  are a matter o f pe rsona l 
preference of what is obvious. Since unethical com m unication 
practices are so obvious to all, the effect of their use is at most 
minimal and they become "ethically irrelevant" (p. 92).
On the other hand, Rokeach (1973) and Means (1969) believe 
that man (and woman) is separated from other animals by his (or 
her) ability to reason and distinguish between right and wrong 
which makes him (or her) "homo ethicus, man the maker of ethical 
judgments" (Means, 1969, p. 12). Nilsen (1974) feels that human 
be ings are very aware o f their shortcomings between their  
"g e n u in e  b e lie fs ,  in ten tions , and asp ira tions"  and " th e i r  
applications." But, "however aware we may be of our actual . . . 
level of achievement . . . our ideals provide an ultimate goal, a 
sense of direction, a general orientation, by which to guide
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conduct" (p. 15). Whether evaluated internally by participants in a 
comm unicative transaction or ex ternally  by critics, or w hether 
judged by differing ethical standards or by those who choose to 
ignore eth ical standards en tirely , Johannesen (1990) strongly  
recommends that "if for no other than the pragmatic reason o f  
enhancing chances of success, the communicator would do well to 
consider the ethical criteria held by his or her audience" (p. 3).
Most modern scholars agree (Barnlund, 1962; Miller, 1969; 
W interowd, 1965, 1968) that "rhetoric always has taken and
traditionally must take ethics into account." "Ethical responsibility, 
however, is not a matter of good intentions only; it is based upon 
an honest and know ledgeable  hand ling  of subject m atter"  
(Winterowd, 1968, pp. 8 & 9) "that will protect and promote the 
health iest com m unication behavior" (Barnlund, 1962, p. 198). 
They also maintain the idea to some degree that language cannot 
ever be entirely "neutral" (Berio, 1960; Burke, 1966; Patton & 
Giffin, 1974; Weaver, 1971). "There is reason to believe that all 
use o f language has a persuasive dimension, that one cannot 
communicate at all without some attempt to persuade, in one way 
or another" (Berio, 1960, p. 9; Larson, 1995). "It is ridiculous to 
consider language a neutral medium of exchange. Specific words 
are selected for our use because they do affect behavior" (Patton & 
Griffin, 1974, p. 1313).
The e th ica l issue raised in this dim ension o f  hum an 
communication is stated by Johannesen (1990), "To what degree is 
it ethical for communicators to alter their ideas and proposals in 
order to adapt to the needs, capacities, desires, and expectations of
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an audience" (p. 5)? In this case, does the communicative "means" 
(technically distorted video) chosen justify  the "end," the resultant 
effect it has on audience behavior? This should be taken into
consideration even if  the communicator is merely adapting what 
he or she has to say to what will captivate and sway the audience,
regardless o f  his or her personal convictions. Other questions arise
in such cases. Can technological distortion be considered a form of 
rhetoric? If  so, how much latitude should there be given for
misinformation and lying within political advertising?
The first o f these questions will be addressed later. As for 
m is in fo rm a tio n  and lying, con tem pora ry  hum anistic  scho la rs
believe that in a free society such as the United States, no 
"ironclad" rules can be set. Yet, maximizing freedom seems to
m aximize responsibility even though Szasz (1977) observes that
"people like freedom because it gives them mastery over things 
and people. They dislike responsibility because it constrains them 
from satisfying their wants" (p. xiii). There exists through history 
an "increasing human effort to maximize freedom and minim ize 
responsib ility"  (p. xiii). It becom es a "double-edged sw ord" 
sw inging betw een the dual aspects o f  the same phenom enon:
be tw een  the  freedom  o f  o p tions  and the o b l ig a t io n  o f  
responsibility. He assumes that a consciousness of good and evil 
exists in the "heart" of each human being and that when faced with 
a decision, it is a matter of choice between the two. Szasz (1977) 
also contends that using freedom to do good brings w ith  it 
"exhilaration," while using it for "evil" results in the unpleasantness
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of "guilt," thus, the former is most often the behavior o f choice 
(p. xiii).
Phelan (1980) equates responsib ility  with e th ics in the 
"freedom  of com m unication." Although he opposes federally 
regulated enforcement of ethical standards in the media, he admits 
to m any "deceitful" and "degrading" practices w ith in  public 
discourse. Rather than censorship, he promotes an "internalized, 
naturally  felt, culturally sustained sense o f right and wrong to 
override individual opportunism" (p. 20). Just how is unclear. He 
also suggests a p roverb ia l  "double-edged sword" philosophy 
between "social values of justice, equality, and democratic rule and 
the mass media values o f  diversity, regionalism, access, and high 
quality . . . applied through cultural pressures . . .  to influence the 
media" in the right direction (p. 25). Responsible communication 
then becomes an obligation for both the "sender and receiver" to 
exercise  "thoughtful and deliberate judgment . . .  to carefully 
an a ly ze  claims, sound ly  assess probable consequences , and 
conscientiously weigh relevant values" (Johannesen, 1990, p. 6).
Rescher (1977) introduces the variable of intentionality for 
judging  the ethicality of a given communication transaction. He 
analyzes the use of both content and techniques as factors in 
j u d g in g  the " d u b io u sn e ss"  o f  c o m m u n ic a t io n  b e h av io r .  
Unin tentional use of questionable tactics or sloppy preparation, 
a lthough  inexcusable, are far less negative than setting out 
"deliberately to deceive others by means of improper reasoning" 
(p. 80). He defines such behavior as "morally culpable" and 
su g g e s ts  careful sc ru tiny  o f  "evidence and reason ing"  in
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"argumentative and persuasive" situations before presenting it to 
others. He implies that the content as well as the techniques used 
can be dubious. In any event, if it exists, audience members 
should be educated to defend themselves against such dubious 
communication methods, whether intentional or unintentional.
It is on this front that the ethical battle for using technological 
distortion in political communication may be waged. There are 
questions yet to be answered. Does distorting the channel of 
com m unication throught technology have the capacity to distort 
the "encoding" and "decoding" process of the message (Dominick, 
1996, p. 7) (see Appendix A)? And does this, in turn, have the 
potential to distort the "truth" of the message? Johannesen (1990) 
contends that government officials are obligated to com m unicate 
an "accurate and clear representation of their ideas to the public." 
Techniques used to "obscure" or confuse the issues or save their 
image, even if  unintentional, are "ethically irresponsible" (p. 7).
One dominant criticism about political advertising is that it 
concentrates on "images" rather than on "issues." Image concerns 
are presum ed to be predom inantly  "emotional" in nature, while 
issues are considered to be "logical." It stands to reason then, that 
decisive communication between a candidate and the electorate is 
linked to issue-oriented information. Thus, concentra ting  on 
images rather than on issues, leads to em otional ra ther than 
"rational" choices. The common distinction between the two is 
"that 'image' applies to candidate personality and/or qualifications, 
while 'issue' refers to information about policy positions and/or
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topics of public concern" (Kaid, 1991a, pp. 147 & 148). In this 
context, neither is mutually exclusive of the other.
The majority of political media specialists advocate that the 
most effective appeal to voters is an emotional one (Kaid & 
Davidson, 1986; Kern 1989; Koughan, 1984; Perloff & Kinsey, 1990; 
Sabato, 1981; Schwartz, 1973). Although many political ads use an 
em o tiona l  em p hasis ra the r  than fo cu ss in g  on "so lid  po licy  
information" (Kaid, 1991a, p. 148), they often make "serious, issue- 
oriented points" and actually do carry with them a high degree of 
issue information (Diamond & Bates, 1984, p. 311). Whether or not 
they carry enough information for adequate decision-making is not 
a question of ethics, but o f quantity (Patterson & McClure, 1976).
On the other hand, when an image ad concentrates on "fear 
tactics" or "unthinking allegiance" (as in the case of Hitler) and stirs 
viewers to "set aside reason," it is a "violation of democratic ethics" 
(Haiman, 1958, p. 388). It is not so clear-cut when "valid issues," 
such as abortion rights or gun control, "have strong emotional 
content." Often "the melding of emotion with issue content in such 
cases is not necessarily unethical" (Kaid, 1991, p. 149).
Few would defend personal attacks on a candidate's ethnicity, 
gender, age, and the like, while other image concerns may be 
considered valid within the democratic process. For instance, a 
candidate's "fitness for office" may be determining factors within 
his/her morality code, honesty, competency, and o ther related 
characteristics (Anderson, 1989; Miller, Wattenberg, & Malanchuk, 
1985).
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Jam ieson (1992b), in agreem ent with Oreskes and Toner 
(1990), points out that 30-second and 60-second political spots 
may oversimplify these characteristics, either pro or con. The time 
constraints o f  advertising force ads to focus on "statements," 
whereas in the past candidates had time to present "statement and 
proof" arguments. This may reduce the electorate's ability to judge 
rationally complex topics (Mitroff & Bennis, 1989). It may "invite
a debate that will wallow in shallowness, distortion, half-truths,
and false inferences" (Taylor, 1989, p. A14).
The capacity for video technicians to edit unrelated images
together and/or visually alter them makes this c ritic ism  more 
credible. Consider a candidate producing an ad telling voters that
his/her opponent has been dishonest. The text is made up of a 
series of statements about him/her. No proof is offered and no 
source is given, yet the nose on a picture of the opponent appears 
to grow longer with each statement. This is accompanied each time 
with a "stretching" sound effect (Campbell, 1990).
Without a derogatory word, the ad's sponsor has time enough 
(even within a 10-second spot) to use quotes from  his/her 
opponent and visually call him/her a liar using the Pinnochio nose 
effect. For those not paying attention, attention is drawn to it by 
the unusual sound effect. The time it would take to say this within 
the text is virtually eliminated.
Could this be considered a case o f oversimplification and 
distortion? The entire unsupported "issue" message in this ad is 
carried within the distortion of the opponent's "image," whether or 
not the statement "read" by the audience is true or false.
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M odern  technology has made it eas ie r  to overs im plify  
information and say a lot more in a shorter period of time in a 
manner which defies accountablility  (until research may prove 
otherwise). Take, for example, the visual hyperbole found within 
the “Pinnochio” ads. In such cases, a technologically distorted 
image o f  the opponent visually encodes the "liar issue" information 
which is to be decoded as such by the audience members. It is 
here where political media specialists may be tempted with a fair 
amount o f legal safety to present short-circuited "issue" statements 
through "image" distortion without having to devulge informational 
sources or proof. Unethical intent would be hard to prove in such 
cases, leaving the door open to potential abuse.
W ayne Booth (1974) analyzes the sincerity of the intent o f a 
message and its ethicality separately. There are cases where a
s in c e re  c o m m u n ic a to r  m ay  k n o w in g ly  u t i l iz e  u n e th ic a l  
communication practices. In any case, the most difficult variables 
to determine in ethical communication studies are sincerity and 
intent. "Sincerity is more difficult to check and easier to fake than 
logicality or consistency, and its presence does not, after all, 
guarantee very much about the speaker's case" as unethical as it
may be (Adolf Hitler being a prime example) (p. 157).
Communicators guilty o f  unethical intent are likely to also
hide and lie about their ill-intentions to the best of their abilities 
(Ludwig, 1965). If the author chooses not to disclose h is/her 
intent, there may be no other means to test the ethicality of 
suspect subject matter, but to judge it by logical intuition or to
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design a tool that would place it under the scrutiny o f  empirical 
analysis, as this study proposes to initiate.
M uch  conce rn  has a r isen  a b o u t  the in te g r i ty  of 
com m unication in the United States and the world. Edmund 
Pincoff (1975) equates personal responsibility with the condition 
of self respect. A world in which communication responsibilities 
are not honored "would be a world in which it w ould  be 
increasingly difficult and finally impossible to" communicate (p. 5). 
"Responsibility for what we say, then, is also responsibility for the 
integrity of" whatever language is used (p. 6). In this case, as the 
P innoch io  ad exam ple suggests, it m ay even be particu la r  
distortions of the video image. Respect for language "is essential if 
there is to be any growth in a society or in the human race. . . .  To 
misuse it is to show contempt for man" (Hammarskjold, 1964, p. 
1 1 2 ).
Johannesen (1990) suggests probing some basic elements 
when making an ethical analysis of political mass communication;
(1) the "communicator,"
(2) his or her "motives,"
(3) the specific "end" sought,
(4) the target "audience,"
(5) "intentional" or "unintentional" communication "means" or
"techniques,"
(6) "primary" roles of the participants,
(7) verbal and nonverbal "message,"
(8) audience "effect,"
(9) "situational" factors, and
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(10) "ethical context of value standards held by the audience, the 
communicator, and society at large" (pp. 8 & 9).
He also suggests that " the  quality  o f ju d g m e n t  o f  
communication ethics usually would be improved (1) by specifying 
exactly  what ethical criteria, standard, or perspectives we are 
applying, (2) by justifying the reasonableness and relevancy o f 
these standards, and (3) by indicating  in what respects the 
communication evaluated succeeds or fails in measuring up to the 
standards" (p. 9).
In 1980, when Spero wrote his book. The Duping of the 
A m e ric a n  V o t e r , evaluating  A m erican  p o lit ica l  te lev is io n  
commercials, the NBC Network set in place a set o f  stipulations 
known as "Broadcast Standards for Television." Executives used 
them to judge the ethical standards of ads submitted by potential 
sponsors. At that time, nearly one-half of the 48,000 commercials 
submitted to the network violated or failed to satisfy one or more 
of these stipulations and were not aired.
Spero lists 18 typical v io lations in material subm itted for 
ap p ro v a l:
1. No satisfactory  evidence o f  the integrity o f the 
a d v e r t is e r .
2. Product or service unavailable.
3. Lack of evidence to support their claims and to 
authenticate their demonstrations.
4. Taste o f  presentation unacceptable.
5. Competitors not fairly and properly identified.
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6. C om petito rs  d iscred ited , d isparaged, or unfairly  
a t ta c k e d .
7. Commercial claims invalid because market conditions 
on which the original claim was based no longer prevail.
8. Testim onials do not honestly reflect in spirit and 
content the sentiments o f  the individual represented.
9. C la im s and s ta tem ents made in a testim onial, 
including  subjective evaluations of testifiers, are not 
su p p o r ta b le  by facts o r not free o f  m is lead ing  
im plica tions .
10. C laim s or representations have the capacity to 
deceive, mislead, or misrepresent.
11. C la im s unfairly  a ttack  com petitors , com peting  
products, or other industries, professions, or institutions.
12. Unqualified references to the safety o f the product, 
if package, label, or insert contains a caution or if the 
normal use of the product presents a possible hazard.
13. The use of "bait and switch" tactics which feature 
goods or services not intended for sale but designed to 
lu re  the  public  in to  p u rch a s in g  h ig h e r -p r ic e d  
s u b s t i tu te s .
14. Misuse of distress signals.
15. Scare approach and presentation with the capacity 
to induce fear.
16. In terpersonal acts o f violence and an tisocia l 
behavior or other dram atic devices inconsistent with 
prevailing standards of taste and propriety.
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17. Damaging stereotyping.
IB. U n su p p o r te d  o r  e x a g g e ra te d  p ro m ises  o f
employment or earnings (pp. 5-6).
For the purpose of analyzing specific  questionable  ads 
throughout his book, Spero (1980) uses these as ethical criteria. In 
judging several politically televised campaigns ads, most fail the 
test on several points, especially those containing technologically 
distorted imagery and/or suspect editing juxtaposition.
Kaid establishes a similar set o f  "Major Ethical Concerns" in 
her 1991a chapter, "Ethical Dimensions o f Political Advertising." It 
consists o f several categories on which to judge the ethnicity of a 
political ad:
(1) Buying Access to Voters — well-financed voices may 
drown out the underfinanced viewpoints.
(2) Issues or Images/Logic or Emotion — as mentioned 
earlie r , it concentrates more on "images" than on 
"issues" and image concerns are inherently "emotional" 
in contrast with issues, which are "logical."
(3) Oversimplification o f  Political Argumentation — spot 
com m erc ia ls  tend to o ve rs im p lify  political issues, 
debasing and trivializing the democratic process.
(4) Failure to Disclose Information — how far a source 
must go in disclosing information to a receiver. Three of 
the most common problems deal with: (a) disclosure of 
the source of a communication, (b) providing adequate 
or com plete  inform ation, and (c) ambiguity and /o r 
inconsistency of political messages.
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(5) Tricks o f  Technology — as also mentioned earlier, 
concern about the use of technology to create false or 
misleading impressions (pp. 146 - 154).
The e th ical c riteria  developed in the preceding studies 
(Johannesen, 1990; Kaid, 1991a; Spero, 1980) become a blueprint 
for designing an audience response questionnaire relating the use 
o f  technologically distorted video channels to specific audience 
effect. They should be taken into account when designing any 
instrum ent which probes e thically  questionable  com m unication 
intentions or techniques.
In judging the correctness of the persuasion techniques found 
in politica l ad vertis ing , as w ell as governm ent news and 
com m ercial advertiser comm unications, the critical perspectives 
are as diverse as the world's history, cultures, governm ents, 
religions, and individuals. Analysts seeking to establish a set of 
ethical standards by which to regulate and evaluate the rightness 
or wrongness in specific political com m unication have found 
themselves using one of these diversities as a basic viewpoint from 
which to draw their judgments (Johannesen, 1990). "The quality  
of judgment of communication ethics usually would be improved
(1) by 'specifying exactly' what ethical criteria, standards or 
perspectives we are applying, (2) by justifying the 'reasonableness' 
and 'relevancy' o f these standards, and (3) by indicating in what 
respec ts  the com m unication evaluated  'succeeds ' or 'fails in 
measuring up' to the standards" (Johannesen, 1990, pp. 8 & 9). It 
ap p ea rs  that m ost v iew points  co n ce rn in g  e th ica l p o l i t ic a l  
com m un ica tion  con ta in  pervasive  "com m on-ground" c r i te r ia .
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Terms such as fair, accurate, and trustworthy consistently emerge. 
Truthfulness, freedom from error, and crediblility seem to be the
standards when it comes to judging political communication ethics. 
Technological Distortion of Media Channels
Using these ideals as ethical standards, the question becomes 
whether or not the use of suspect "tricks of technology" within 
particular political communication has the potential to undermine
the accuracy and truthfulness o f  its message. The use of 
technology takes on many forms in the five areas o f  concern 
mentioned earlier: "(1) editing techiques, (2) special effects, (3) 
v isua l im a g e ry /d ra m a tiz a t io n s ,  (4) co m p u te r ized  a l te ra t io n  
techniques, and (5) subliminal techniques" (Kaid, 1991a, p. 153).
At this point, it becomes necessary to identify, define, and 
categorize these technologies and methods. One must realize since 
video taping or filming an event in itself distorts the "reality" of 
the event by reducing a 3-dimensional scene into 2-dimensions 
and by only framing part of the given scene and leaving out the 
rest, research is begun by studying distortions within a distortion 
(Thompson, 1993). The following is an historical overview of the 
art o f  video editing and distortion techniques. It is done to 
develop the definitions of terminology used within this study and
to review research pertinent to the subject. It compares the
systematic conventional use of mediated technological distortions 
to the system of narrative symbolic encoding found in the study of 
linguistics.
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Editing Techniques
In 1929, the Russian filmmaker, Vsevolod Pudovkin, wrote: 
"Once more I repeat, that editing is the creative force o f  filmic 
reality, and that nature provides only the raw material with which 
it works. That, precisely, is the relationship between editing and 
the film" (p. xvi). He came to the conclusion that the process of 
editing is the crucial act in the production of film. The selection, 
tim ing, and arrangem ent o f  given shots provide c inem a its 
expected continuity and meaning.
In the early 1900's, American film directors began to discover 
that simple action continuities could be developed into "a subtle 
instrument for creating and controlling dramatic tension" (Reisz & 
Millar, 1984, p. 20). Directors such as D.W. Griffith divided the 
whole action of a given scene ("master shot") into a number of 
sm aller com ponents (" insert shots" and "cutaways") and then 
re-created his/her own scene from them by editing the pieces of 
celluliod together. The advantage this gave them over earlier 
editing methods was twofold:
Firstly, it enables the director to create a sense of depth 
in his narrative: the various details add up to a fuller, 
more persuasively life-like picture of the situation than 
can a single shot, played against a single background. 
Secondly, the director is in a far stronger position to 
guide the spectator's reactions, because he is able to 
'choose' what particular detail the spectator is to see at 
any particular moment (Reisz & Millar, 1984, p. 22).
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Early filmmakers discovered that a film sequence could be
and should be made up of an incomplete set of shots whose order 
and selection are governed by "dramatic necessity." Directors were 
no longer obliged to stage scenes in their entirety. They created
the depth in their narrative by adding up the details. In doing so,
they discovered many film editing conventions found in motion 
pictures and television programs today. The director as editor,
thus, became the constructor o f  the audience's "reality" and 
meaning by controlling the order and manner in which shots are
shown (Pudovkin, 1929, pp. 138, 140).
Ernest L ingren (1948) suggests that the reason that film
editing works is that it is psychologically correct.
It reproduces this mental process . . .  in which one
visual image follows another as our attention is drawn
to this point and to that in our surroundings. In so far
as the film (as well as television) is photographic and
reproduces m ovem ent, it can give us a life like
semblance o f  what we see. In so far as it employs
editing, it can exactly reproduce the “manner” in which 
we normally see it (p. 54).
The mind is continually "cutting" from one picture to the next 
and, therefore, accepts a filmic representation of reality through 
abrupt changes o f  view as a proper rendering for "reading" an
observed experience. It is not hard to imagine how a video artisan
has the potential to manipulate an audience's emotional response
to the subject matter he/she presents (see Figure I).
Figure 1. Master Shot/Insert/Cutaway
Distortion
33
Master shot
Reaction shot
Master shot
U s in g  in s e r t s
An insert is a closer shot of  
part of the action covered  
by the master shot. In this 
case it is a reaction shot. It 
is usually filmed in light of  
the  m ain  s h o t  and  
therefore a f t e r  it from a 
different camera angle. It 
is then intercut into the 
master shot to prov ide  
visual variety and to focus 
the audience's attention on 
to a small part of the scene.
U s in g  c u t a w a y s
By intercutting a cutaway 
into the main action, it is 
possible to introduce an
extra dim ension to the 
scene. In the example
illustrated here, the shot 
o f  an anxious woman
located outside o f  the 
main action has been  
inserted into the master
shot to in crease  the  
tension o f  the scene.
M asur shot
Master shot
(Cheshire, 1979, p. 81)
American film directors such as D. W. Griffith are recognized 
for their d iscovery and application of editing methods which 
enable directors and editors to enrich and strengthen the narrative 
power of the film medium. The Russian director, Sergei Eisenstein 
(1951) applauded the manner in which Griffith translated the 
literary devices and conventions of the novelist, Charles Dickens,
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into their film equivalents. "Cross-cutting, close shots, flashbacks, 
and dissolves have their literary parallels and it takes the genius
of directors like Griffith to find them" (p. 56).
The Russian directors o f the time felt that Griffith was weak 
in one area; in his ability to present his main idea or "title theme." 
They felt that they could take the film director's control over the 
subject matter one step further. By means o f creative editing
techniques, they planned not only to tell stories, but to have the 
audience interpret and draw intellectual conclusions from them as 
well (E isenstein, 1943). These may be considered acceptable
creative techniques for fiction, but do they have a place when 
presenting factual subject matter? Do they have the potential to
distort the audience's interpretation of fact?
Lev Kuleshov (1974), a colleague o f  Pudovkin (1929), 
conducted editing experiments in which he discovered that the 
process o f film editing was more than a method for narrating a 
continuous story. Suitable juxtaposition of shots could give them 
meanings that they did not originally possess.
Pudovkin and Kuleshov's audience response experiments gave 
creedence to their theory of "constructive" editing. Paralleling the 
"trope" figure of speech in literature, film editing could be designed 
to function as a "montage trope." Using the term "trope" as a 
metaphor for video "language," editors could jo in  pieces o f  film 
together which consist of images used in a sense other than that 
which was considered proper to them, much like, for example, the 
phrase, a s h a r p  wit (normally, a s h a r p  sword) in lite ra ture  
(Eisenstein, 1951, p. 240).
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Kuleshov maintains that the material in the film work 
consists of pieces o f film, and that the com position 
m ethod  is their jo in in g  together  in a pa rt icu la r ,  
creatively discovered order. He maintains that film  art 
does not begin when the artists act and the various 
scenes are shot — this is only the preparation o f the 
material. Film art begins from the moment when the 
director begins to combine and Join together the various 
pieces of film. By joining them in various combinations 
in d ifferen t o rders ,  he ob ta ins  d iffering  resu lts"  
(Pudovkin, 1929, pp. 138 - 139).
Thus, editing the image of a smiling actor to that o f a revolver 
and returning to an image of the actor terrified, would give the 
impression that the actor was portraying cowardice. Reversing the 
order w ould  suggest hero ic  behavior. An en tire ly  different 
emotional effect could be achieved by simply reversing the image 
order. By means of editing, the interpretation of an event has the 
potential to be distorted, if the sequence of editing is staged or is 
not edited in the same order or time continuum as that of the 
original event (Pudovkin, 1929, pp. 56 & 57) (see Figure 2).
Figure 2. Shot Sequence Order
By simply changing the shot 
order, an editor can arrange 
these three shots in a way that 
will give the audience either an 
im p r e ss io n  o f  cou rage  or 
cow ard ice .
Cm
Mmcd
Ftcewtth
Confldcnl
Smile
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(Schrank, 1991, p. 137)
In a negative sense, editing order could be used to falsely 
discredit an opposing candidate in political advertising, or, for that 
matter, a false positive impression could be manufactured for an 
advertisement's sponsor. According to this research, changing the 
juxtaposition order o f the original event has the potential to change 
the "reading" of its original meaning. A lso , when the sam e
"com m on" shot is jux taposed  separately w ith each o f  three 
different shots, the meaning of the first shot changes in all three 
cases. The same close-up shot o f  an actor with a "neutral" 
expression on his face, when joined in turn to a shot of a bowl of 
soup standing on a table, to a shot o f a coffin in which lay a dead 
woman, and to a shot of a little girl playing with a toy, m ight be 
interpreted by the audience as pensiveness, deep sorrow, and light 
happiness respectively (Pudovkin, 1929, p. 140). It is not hard to 
imagine how shot juxtaposition can be used to elicit em otional 
arousal toward the subject matter of a video scene.
In like manner, shots can be juxtaposed to convey an anology 
for the emotion that a character is feeling. The image of a prisoner
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joined with the image of an expansive meadow might express the 
prisoner's desire for freedom (Pudovkin, 1929, p. xviii).
With this in mind, Pudovkin became more concerned with 
presenting the sidelights and overtones o f dramas than in the 
dram as them selves. U nlike  G riff ith , who used the actor 's  
characterizations and movement to convey the narrative, he built 
his scenes from the juxtaposition of a series of carefully planned 
details (Reisz & Millar, 1984, p. 31).
It is not difficult to conceive that the use of editing techniques 
has the potential to create misleading impressions (D iam ond & 
Bates, 1984; Sabato, 1981). Messaris (1990) proposes that the 
juxtaposition of two or more images which suggests a "falsehood" 
creates a "misleading syntax" for the viewer (p. 27). Although 
Pudovkin (1929) m ight argue "artistic license," Jam ieson (1986) 
believes that video splicing and editing techniques that juxtapose 
unrelated footage in political communication falsely imply a given 
candidate's position on an issue. Leroy and Smith (1973), as well 
as many politicians, consider such techniques to be unethical. 
Visual im agery /dram atizations
Siegfried  K racauer (1960) fe lt  film  is re la ted  to still 
photography in its ability to reproduce reality closely. "Film is 
uniquely equipped to record and reveal physical rea lity  and, 
hence, gravitates toward it" (p. 243). Esthetic validity comes from 
"material" rather than from form. He suggested that the true art of 
filmmaking is reshaping reality in a fictional narrative form to 
present its content. He called this the "found story."
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Kracauer was strongly convinced that the film "artist" had an 
ethical responsibility to "discover rather than contrive" the story
out o f  "the context of the world around it (p. 245)." Since film
stems from reality, it must also return to it and mediate reality for
us. It can both confirm and corrupt one's opinion of reality. In 
this way, film serves a purpose and no longer exists solely for 
itself. It becomes political in nature.
Andre Bazin (1967), a French film critic, wrote four volumes 
of essays on film theory. In his essays, he attempted to develop a 
deductive theory o f  film based on practice. "Film has significance 
not for what it is but for what it does" (p. 16). He felt that film 
technology is only a format for communication between the screen 
w riter and the audience member. The characters and dialogue are 
m erely vehicles (or channels) to promote his or her ideas. He
called filmmaking a "plastic art" which "embalms time" and keeps 
it "uncorrupted," contending that technology and style are a film's 
source of power, but only secondary to the film's "psychological,
ethical, and political effects" (p. 29).
At the core o f  Bazin's theory is "mise en scene," the deep focus
shot or close-up, and the sequence-shot or "montage." He felt that
both are a dialectic addition to cinematic "language." By using 
them, a filmmaker draws his or her audience's attention to certain 
aspects of the narrative. Thus, he/she influences the importance 
which that image or series of images has on the message. The 
m eaning is derived from the "will" and the "attention" o f  the 
spectator (p. 35).
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In the m id-l960 's , Jean-Luc Godard (1986) suggested that 
montage (the juxtaposition o f  images) and mise en scene (the
close-up) are inseparable; one implies the other. In his synthesis, 
he made two basic implications: (a) "that mise en scene can thus be 
every bit as useful as montage when a director uses it to distort 
reality," and (b) "that montage is not necessarily evidence o f bad 
faith on the part of the filmmaker" (p. 39). Godard expanded
realism to include discourse between the artist and his audience.
Ethical evaluation judges whether the filmmaker is being honest or 
manipulative in his/her conversation with the audience (p. 23).
In video presentations, the reality o f  the actor's physical 
presence is missing, making the observer far more psychologically 
involved through the use o f  his or her own imagination. The
audience member's intimate identification with the characters is
proxemically manipulated through the use o f  "mise en scene." This 
"identification" should become key in ethical cinematic and esthetic 
theory. It gives consideration to the theory that video "proxemics" 
potentially  could play an intentional role in disinforming the 
viewer as to what elements are really im portant and which are
not.
Stemming from his original cinematic studies, Christian Metz 
(1974) uses the construct o f  semiotics to redefine the unit of 
measure for video science as a "unit of meaning." Unlike spoken or 
written language, video is not constructed out of single units. 
Rather, it is a "continuum of meaning" flowing from its units. The
video picture experience presents a "quasi-language" that: "(a)
consists of short-circuit signs in which the signifier nearly equals
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the signified, and (b) depends on a continuous, nondiscrete system 
in which we can't identify a basic unit and which therefore we
can't describe quantitatively" (p. 136).
He focuses on cinematic narrative as the heart of the film or
television experience. This is determined by the connotative and
denotative choices of the film or video maker. Metz surmises that 
these "syntagms" regulate the subject matter that is communicated 
(see Appendix B). He suggests that there is no real "grammar" in 
film language, only syntagmatic and paradigm atic structures or 
"axes" (see Appendix C). He uses them to redefine montage and 
mise en scene. After a filmmaker chooses what to shoot, he/she 
makes the paradigmatic decision of how to shoot it, mise en scene, 
and the syntagmatic decision of how to edit it, montage (Eberwein, 
1979, pp. 193-197). These decisions make direct comment on the 
subject m atter contained within a scene. In a sense, the 
filmmaker's or television director's hidden agenda may be detected 
in these choices.
As mentioned earlier, some feel that television's inclination
toward this type of dramatic visual im agery is hazardous to
po lit ica l  com m unication , con tribu ting  to une th ica l ad vert is ing  
outcomes. Others argue that such dramatizations only help focus 
voter attention on candidate issues and qualifications. M essaris
(1990) suggests serious ethical concerns about the use of video 
technology to achieve dramatizations and imagery that are "staged" 
to look authentic, but are not true. Even Bazin (1967), Godard
(1986), and Kracauer (1960) suggest that this intent would be
som ew hat d ishonest as a dram atic  means to present fac tua l
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material. The uses of such unreasoned televised political discourse 
are "frequen t enough  and have d em o n s tra te d  su ff ic ien tly  
misleading applications to warrant attention" (Kaid, 1993a, p. 6).
The suggestion that the elements which are combined to 
create  a video message are in terdependent seems problem atic 
when considering a research design meant to test the audience 
effect o f individual technical distortion variables. Since Metz 
(1982) suggests that meaning seems to be drawn from connecting 
together all the variables within a given video, it must be taken 
into consideration that they all interrelate with one another to 
make meaning, and that it will be difficult to isolate reliably any 
one element for the purpose of scientific testing.
One other aspect to consider is the "connotative power" which 
video language holds in its neologistic nature. Unlike Vachel 
Lindsay 's (1970) extrinsic theory, Metz (1982) feels that most 
cinema (and television) is one-way communication. He suggests 
that video statem ents are not often in tercom m unicational, but 
rather, as Hugo Munsterberg (1970) suggests, intra-active. Each 
a u d ience  m em ber busies h im se lf  or h e rse lf  with d raw ing  
conno ta tive  m eanings and conclusions from  each sta tem ent. 
Technically altering the image may technically distort the viewer's 
impression of the subject matter contained in the imagery.
It is here where the isolation o f variables may be less 
problematic. If it is possible to alter digitally a piece of video (a 
technique discussed later) to remove its technologically distorted 
images, it may be possible to test variance in audience response 
between the original video and the same video with the distortion
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removed. Will the viewers report a difference in their attitudinal 
responses and within the meaning of the messages between the 
two pieces of video?
It appears that video audiences are m anipulated to draw 
meaning from the conventional or nonconventional ("tropic") use of 
montage and mise en scene. They are expected to draw directed 
conclusions from the juxtaposition of images and be sensitive to 
the importance of subject matter which is shown close up. This 
expectation conditioning or "literacy" seems to come from their 
individual previous viewing experience (Messaris, 1994).
Special effects
Applications of a set o f  "non-routine" photographic techniques 
for cinematography or electronic techniques for video are referred 
to as "special effects." Special effects vary in application and 
peculiarity. For film they can be basically classified as:
(1) In-the-camera effects, in which all the components of the final 
scene are photographed on the original camera negative or video 
tape .
(2) Laboratory processes, in which duplication of the orig inal 
negative or video through one or more generations is necessary 
before the final effect is produced.
(3) Com binations of the two, in which some of the image 
components are photographed directly on to the final com posite 
film or video tape, while others are produced through duplication.
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Viewed in this fashion, the various techniques can be 
categorized in the following manner:
I. In-the-Camera Techniques
A. Basic Effects
1. Changes in object speed, position or direction.
2. Image distortions or degradations.
3. Optical transitions.
4. Superimpositions.
5. Day-for-night photography
B. Image Replacement.
1. Split-screen photography.
2. In-the-camera matte shots.
3. Glass-shots.
4. Mirror-shots.
C. Miniatures
II. Laboratory Processes
A. Bi-pack printing.
B. Optical printing.
C. Travelling mattes.
D. Aerial-image printing.
III. Combination Techniques 
A. Background projection.
1. Rear projection.
2. Front projection" (Fielding, 1984, p. 18 & 19).
Often the techniques in the different categories are combined 
to produce a given effect. New technologies such as computer
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alteration and digitalization have made special effects far more 
complex in nature.
Computerized alteration techniques
Po lit ic ians have made extensive use o f  special e ffec ts  
techniques in political advertising over the years. Beginning in the 
1952 Eisenhower presidential campaign with cel animation, they 
have come to utilize just about every technique listed above. 
Simple e ffec ts  such as cu t-ou t anim ation and slow m otion  
overcranking (Cheshire, 1979) have given way to the extensive use 
of sophisticated and "slick" computerized video sequences (Kaid & 
Johnston, 1991).
Along with the invention o f modern computer technologies 
come clearer ethical concerns. Computer digitilization is already 
used extensively  within com m ercial advertising (ABC E ven in g  
N e w s .  1994; Parker, 1988) in which any component of "real" or 
"live" video footage can be undetectably altered (Sheridan, 1990).
This on-screen computer alteration can be used to change the 
candidate's physical features or voice quality. It can even alter the 
quality of the location or background setting. And, just recently, a 
complex computer program has been developed by which an object
or person can be "morphed" into an entirely different object or
person before the viewer's eyes (Marvin, 1991).
The revolutionary "Scitex" technology called the "Harry" can 
alter "moving" pictures at the rate of thirty frames of video per
second. "Harry is a computer-graphics machine that breaks down 
the video image into digital components and then reassem bles 
them so well that "even an expert would be unable to detect
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Harry's handiw ork" (Sheridan, 1990, p. 4). It becom es an 
"electronic paintbrush" that can alter any physical characteristic of 
any image (as in the controversial case o f  Tim e M agazine altering 
O. J. Simpson's "mug" shot on the cover of its June 27, 1994 issue 
(ABC Evening News. 1994)). It can take a portion of video and put 
new portions from other videos into it (the technique used to place 
the image o f  Tom Hanks within the historic film footage of
President John F. Kennedy in the movie. Forest Gump (Zem eckis, 
1994)).
"Harry's" potential for producing undectablely false pictures is 
worrisome. "How do I know that this isn't being done on a regular 
basis" (Sheridan, 1990, p. 4)? The answer is unknown since no 
written guidelines exist on digital manipulation of images. In 
Sheridan's (1990) article, David Schmerler, the general m anager of 
editorial and production services at NBC News, suggests "with the 
arrival o f this technology, video, like a written text, must be
verified and fact-checked" (p. 4). So far organizations that have
access to the "Harry" will have to be trusted to practice self-
restraint with regard to producing "video lies." But, will they, 
considering the recent Time Magazine case mentioned earlier?
The first step may be to consider whether or not it matters at 
all in terms o f audience response. If so, the ability to create
moving (or for that matter, still) pictures that look so authentic 
that the eye cannot detect whether or not they have been altered 
may have to be considered in the realm of subliminal techniques
and come to be governed accordingly (Schrank, 1991, p. 298).
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The use o f  specia l effect and com puterized  a lte ra tion  
techniques in political advertising is extensive (Angell, 1988). Kaid 
and Johnson (1991) report that "385 (41%) of the 930 televised ads 
used in p res iden tia l  cam paigns from  1952 th ro u g h  1988 
contained" such techniques (Kaid, 1993, p. 5). W insbrow (1987) 
discredits their use, maintaining that it does not contribute to the 
political reasoning process o f the public and does "not seem to 
amplify or to expand upon a point already made, but rather to 
evade the requirement o f rational argumentation altogether" (pp. 
9 1 5 -9 1 6 ) .
Sublim inal techniques
M aybe the techno logy  that raises the c lea res t  e th ical 
questions is subliminal advertising. Subliminal persuasion consists 
of sending messages just below the threshold of perception; "below 
the level of consciousness" (Key, 1972).
It can be done visually by flashing one or two frames across 
the screen during a movie or TV program for about 1/30 o f a 
second. It also can be done on the audio channel with messages 
recorded too "high" or "low" for the human ear consciously to pick 
up (D om inick , 1996, p. 376; V ivian , 1991, pp. 251-252). 
"Backm asking" is a recently  discovered controversial form of 
subliminal audio persuasion.
As mentioned earlier, some types of undetectable digital 
manipulation should be considered as subliminal techniques, since 
they are undetectable to even the most trained eye.
The FCC has banned the use of most subliminal advertising 
techniques, especially if  they have been suspected to exhibit
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audience behavioral effect (Schrank, 1991, p. 298). As of yet, its 
cognitive effect has remained only speculative and has not been 
p ro v en .
Effects of Video Techniques on Voters
There is increasing evidence that political TV advertising has 
im portant a ttitud inal and behavioral effects on the e lectorate  
(Aden, 1989; Kaid, 1981). A lthough many scholarly  studies 
address the impact that technology has on commercial television 
advertising (Condry, 1989), no research addresses its influence in 
political advertising. Suggestions have been made that indicate 
that modern technologies have influenced the presentational style 
with which candidates construct their appeals (Devlin, 1993; 
Jamieson, 1986). These "image versus issue" styles have been 
shown to be associated with certain production techniques (Shyles, 
1984), but not with advertising results.
Exemplified by Patterson and McClure (1976), the only way 
actually  to evidence a causal relationship between production 
techniques and advertising effectiveness is to verify a relationship 
between the use of these technologies and voter response.
Political research thus far has had to rely on the insufficiency 
o f individual video studies which show that camera angle, editing, 
and other production techniques have an influence on audience 
judgments (Drew & Cadwell, 1985; Mandell & Shaw, 1973; McCain, 
Chilberg, & W akshlag, 1977). It is the aim of the research 
reviewed in this proposal to test the effect that technically 
distorted video has on the v iew point of the audience member
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(Gerbner, 1996). The next step is to determine how video carries a 
message to the viewer.
Video "Language”
T hroughout their histories, film and television have been 
analyzed as having (although similar to o ther art forms) a 
"language" and "grammar" unique unto themselves. In an attempt 
to establish their uniquenesses, artists and critical analysts have 
discovered some of their special psychological "encoding" and
"decoding" properties and have developed theories pertinent to 
this study. Especially noted, are those related to their ability to 
distort "photographed" images and recorded sound through the use 
of "special effects." Recently, this capability has been vastly 
expanded with the development o f the "new technologies" already 
mentioned (Fielding, 1984; Marvin, 1991).
The video artist's choice and combination o f these plausible 
distortions or "tropes" also carry a unique language and grammar 
which metaphorically add his/her "point o f  view" comment to the 
presented "unit of meaning" (Eco, 1976; Metz, 1982; Munsterberg, 
1970) (see Appendices D, E, & F). Several critical analysts have 
attempted to categorize and generalize the cognitive effect that 
certain special effect transitions and image distortions have on the
viewer (Spinello  & Arotow, 1993; Spottiswoode, 1950; Turner,
1988; Thompson, 1993; Ulmer, 1989) (see Appendices G & H).
Limited scientific research has compared audience response 
to d iffering "channel conditions" in controlled lab studies; the 
channel being the vehicle which carries the video image or audio 
(Frank, 1974; Garramone, 1983). Just how and to what extent each
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o f  these affects the audience's perception of the image and issue 
within the "unit o f  meaning" has yet to be explored.
Bazin (1967) and Godard (1986) suggest that the artist (or 
political image-maker (Spero, 1980)) is to be judged ethically for 
these choices. Is he/she being psychologically  and po litically  
honest or merely manipulative in his/her "conversation" with the 
audience? Especially  in political com m unication , Johannesen  
(1990) expresses ethical concern for the "means" and "motive" o f  a 
media communicator toward an audience response or "end."
Keeping in m ind Johnston's (1990) ethical concerns for 
im age/issue  and Johannesen 's  (1990) ca tegories  o f e th ica l  
com m unication behavior mentioned earlier, Kaid (1991a) states 
that the effects o f  such technical distortion choices, each a variable 
in itself, are virtually unknown. Not much research has been done 
on how the use o f  such "tropes" influence or confuse the rational 
decision-making process of the informed electorate. If any of 
these techniques have the capability dishonestly  to influence or 
confuse the viewer's attitude toward the candidate and/or voting 
behavior, it becomes an ethical informed electorate issue.
Case Study
The political ad mentioned at the beginning of this study is 
the 60-second negative presidential cam paign ad that Republican 
candidate, Richard M. Nixon, televised against his Dem ocratic 
opponent, Hubert H. Humphrey, in 1968. It was unanimously 
chosen by coders in Kaid and Noggle's (1992) compilation study to 
be highly suspect in its use of technologically distorted audio and 
video channels.
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The following is a critical overview of the spot. The use of 
technical distortion contained within it is analyzed as having a 
language and grammar of its own (Arijon, 1976; McAlister, 1993; 
Metz, 1974; Spinello & Arotow, 1993; Thompson, 1993; Turner, 
1988). Suggested by Jamieson (1992), this analysis has not been 
verified by scientific study and is not claimed to be exhaustive. It 
is solely meant as an example to provoke thought and to lead to a 
summary o f possible conclusions that link distortion techniques 
with video research.
As semiotic deductions are implied, keep in mind Johnston's 
(1990) e th ical concerns o f image and issue: "(1) po litical
advertising's influence on voter's perceptions o f the candidates, (2) 
interest in the campaign, (3) knowledge about campaign issues, 
and (4) final vote decision" (p. 333). Also applicable  are 
Johannesen's (1990) categories of ethical communication behavior: 
"the conscious choice of (1) right or wrong, (2) subject to potential 
behavioral effects, and (3) a means to an end. . . . Standards such 
as h o n e s ty ,  p ro m is e -k e e p in g ,  t ru th fu ln e s s ,  fa i rn e s s ,  and 
hum aneness"  intended and m ain tained  should  be considered  
throughout the ad (p. 1).
Historically, the ad was met with considerable opposition. 
The public considered it a "below-the-belt" smear tactic "unworthy 
of a man running for the nation's highest office" ("New York Times. 
1968, p. 35). Even those responsible for airing the ad considered it 
in bad taste and distorted (Jamieson, 1992b, p. 247).
In the ad, several close-up black and white still photos of a 
smiling Humphrey are intercut with stills of the 1968 Democratic
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Convention and later with the American social ills and political 
unrest of the time. Violent demonstrations are shown, soldiers are 
seen dying in Vietnam, and parents and children are seen suffering 
the effects of poverty. These are underscored with a band playing 
an upbeat rendition of "Hot Time in the Old Town Tonight."
The music dissolves to dissonance as Humphrey's picture is 
replaced by the negative images. His image is distorted m any 
times throughout the ad in a variety of ways. It vacillates back 
and forth, girates, defocusses (becoming out-of-focus), and splits 
into three "mirrored" images.
The ad appears to have been designed with the intent to be 
novel and most likely to catch and hold the viewer’s attention and 
to arouse emotions through "contrasting character conflict" (Armer, 
1993; Berlyne, 1970; Burgoon, Kelley, Newton, & Keeley-Dryson, 
1989; Capella & Greene, 1982). Repeating Humphrey’s image five 
times in close-up form or as a "tight shot" (according to "film 
convention") acknow ledges him as the m ain "actor" in the 
"scenario" (Frank, 1974; Stephenson, 1967).
At the onset, his picture is juxtaposed with scenes from the 
Democratic Convention, connecting Humphrey to the Democratic 
Party. Approximately 75% of the ad (45 seconds) connects him 
with images of A m erican discontent and tragedy. It may be 
argued that the ad only connects the Democratic Party to these 
maladies, using Humphrey as its figure-head, but using his picture 
so often in the spot may infer something else. As the early Russian 
theorists (Eisenstein, 1951; Kuleshov, 1974; Pudovkin, 1929) and 
American filmmaker, D. W. Griffith (Reisz & Millar, 1984) suggest.
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juxtaposing two images together creates what Metz (1974) and Eco 
(1976) call a "unit o f  meaning" from which the audience draws a 
conclusion (see Figure 3).
Figure 3 . Unit of Meaning Model
IMAGE + IMAGE > INFERRED CONCLUSION
The director by means of editing techniques not only tells 
stor ies ,  but has the cap ab ili ty  to control the  
interpretations and the intellectual conclusions drawn  
from them as well. He/she is in a far stronger position  
persuasively to guide the spectator's reaction because  
he/she is able to choose what particular detail the 
spectator is to see at any particular moment.
(Reisz & Millar, 1984, p. 39)
N ixon 's  adman, H arry  T releaven , admits the fo llow ing
(although detailed in scientific terms) to be the basis for his
strategy. The "signifier," a closeup of Humphrey, juxtaposed with a 
"signified" catastrophe, is intended to lead the audience to believe
the "sign," that he is in some way connected to and/or responsible 
for and /or equated with that catastrophe (McGinniss, 1969, p. 
2 5 2 ) .
In like manner, Humphrey's image may be view ed as the
"signified," and each technical distortion as a "signifier" meant to 
lead the viewer to construct a "sign" which connects the two in 
some way (Petrie, 1987). If so, then each distortion may carry 
with it a connotative symbolic meaning all its own (Ulmer, 1989). 
It has already been suggested by Turner (1988) that certain
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special effects carry with them information which the audience has 
been conditioned to read in a particular conventional manner (see 
Appendix I).
Thus, editing style, special effects, and/or computer alteration 
can be considered cues given to the audience that signal some form 
of causal e ffec t meaning to be drawn from  connecting  the 
technique to the image being distorted (Monaco, 1977, p. 428) (see 
Figure 4). The implications o f this will be discussed later.
Figure 4 . The "Sign" Model
SIGNIFIER : SIGNIFIED
SIGN
According to semiotic theory, all "texts" convey 
meaning through s i g n s .  These are s i g n i f i e r s  that 
refer to objects, concepts, and/or events called 
s i g n i f i e d s . These signifiers interact with one 
an oth er  in m e a n in g fu l  and s o p h is t ic a te d  
relationships, or sign systems,  which make up the 
"language" or "code" o f  the text. The process of 
s i g n i f i c a t i o n  (or giving meaning to the sign) 
invo lves  four elem ents: (1) the objects or
conditions which exist in the world, (2) the signs 
that are available to represent these objects or 
conditions, (3) a set o f  choices among signs, or a 
"repertoire" of responses held or given to signs, 
and (4) a set of rules of correspondence that are 
used to encode and decode the signs which are 
made or interpreted.
(Fiske, 1985, p. 178)
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Hum phrey 's image is presented  as an om nipotent "icon" 
(Wollen, 1972) throughout the ad; a god-like presence overseeing 
all that is negative within the American society (see Appendix J). 
His smiling face watches over the tragedy of war. Considering 
what Kuleshov (1974) discovered in his shot order study, the 
audience expects to see an image of "antipathy" connected to one of 
a tro c i ty .  Instead , H um phrey 's  positive  fac ia l e x p re ss io n  
counterpoints or contradicts the negative issue images, giving the 
audience an assumed mixed message (Adler & Rodman, 1994, p. 
169). This "trope" is most likely meant to provoke a negative 
"em o tio n a l  ca th a rs is "  in re sp o n se  to H u m ph rey 's  im age  
(Garramone, 1983; Jamieson, 1992b; Rudd, 1986). Viewers are to 
make the causal judgment that he is responsible for these events, 
is oblivious to them, and/or ju s t  doesn't care about them (Bem, 
1972; Ross & Fletcher, 1985; Rudd, 1986).
As negative image after negative image is juxtaposed with 
H ubert Humphrey's omnipotent presence, "dramatic play theory" 
(Stephenson, 1967) and "Marxist theory" (McQuail, 1989) come to 
mind. American viewers, as members of American society, might 
h y p o th e t ic a l ly  " iden tify "  th e m se lv e s  as the " p ro ta g o n is t  
underdogs" or "universal human beings" respectively. Their "will 
is in conflict" with Humphrey, the would-be "antagonist" or 
tyrannical dictator (Armer, 1993, pp. 6, 83; McQuail, 1989, pp. 63, 
197). In this scenario, a self-im posed "empathetic" audience 
response should build to "emotional catharsis" as the "problem" is 
com pounded in a quasi-"three-act" design (Bronfeld, 1989) (see 
Appendix K).
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"Conflict is the fuel that drives this dramatic train foward" 
and keeps the audience interested (Root, 1979). Humphrey is seen 
as the agent o f  this conflict, keeping American culture  from 
reaching its "goal" of "well-being" (p. 32).
The ad "climaxes" with the problem's resolution; "This time 
vote like your whole world depended on it . . . Nixon." The 
American voter is challenged to be a "participant" in the drama to 
rid the world of evil through his/her "behavior," the "action" of 
voting for Nixon (seen as text only).
Arm er (1993) often states that the most effective dram a is 
devised to serve the "audience as participant." It g ives the 
appearance that the audience member is important enough and 
in te lligen t enough to become invo lved  in draw ing d irec ted  
conclusions from  the design o f the subject matter. Being 
all-inclusive or preachy may be regarded as an insult to the 
viewer. It is not so in this case.
It is interesting to note that Nixon's image is never seen in the 
ad, only his name. It focuses almost entirely on his opponent,
connecting Humphrey's image with negative issues. Nixon in no 
way w ants his image connected  w ith these problem  issues 
("W ashington  Post. 1968, p. A l) .  His adman realizes that the 
novelty o f using the only visual text (written across the screen) in 
the ad to suggest him as the solution to these problems would be 
highly memorable (Garramone, 1983; Jamieson, 1992b, p. 245).
Peter Thompson (1993) suggests that there is a fundamental 
language within all moving images. Imaginative editing, visual 
illusions, and special effects constantly lead the viewer to redefine
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the meaning o f  the presented image. The "very choice of framing" 
and effects "can define relationships, tell a story, convey emotion, 
create or release tension" (p. 747). There is a "psychological
impact" caused by the technology of film and video when used 
deliberately to "disturb and challenge the physiological equilibrium 
o f  the viewer." This is evident in most political ads which use 
these devices (pp. 748, 752). The suggestion that they relevantly
influence the rhetorical meaning of the subject matter and the 
emotional state o f viewers is essential and significantly relevant to 
the central paradigm of this study.
The pictures in the Nixon ad are technically distorted in their 
"field of view." The viewing area which the audience sees is less 
than contained within the original still pictures. This distortion 
pervades the "internal and external camera movements" (such as, 
zooming, panning, and girating), and "special effects" (such as, 
d isso lv es ,  rev e rse  im ages , defocussing , and split im ag es)  
throughout the ad. Quick zooms and pans, "whip pans," and camera 
giration are considered "unnatural" with regards to conventional 
"filmic reality." They tend to break the "diegesis" (the audience's 
willingness to suspend disbelief) and draw attention to the film or 
video technique and the content of the image (much like the use of
exclamation points and question marks in linguistics) (Doane, 1980;
Silverman, 1983; Spellerberg, 1977).
The deliberate use of such techniques could be s im ilar to 
"semantic inflection." Much as paralanguage and "disfluencies" 
within nonverbal communication (Adler & Rodman, 1994, pp. 175- 
177), the audience may be cued for a probable need for query.
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attention, judgm ent, and intrapersonal response to the pictured
subject matter.
Research shows that listeners pay more attention to these 
nonverbal cues than to the words which are actually spoken when
asked to determ ine a speaker's attitudes (Burns & Beier, 1973;
Mehrabian, 1981). Could this also be true of techniques which 
draw a tten tion  to themselves in videos? W hen technological 
factors interfere with the m essage or contradict it, can viewers 
judge in ten tion  more from the video "tropes" than from  the 
pictures themselves (Larson, 1995, pp. 334-362; Schwartz, 1973)7
Continuing on in this vein, "Aesthetic framing errors," such as 
lack  of "nose  room" in H um phrey’s c lose-ups and askew  
backgrounds in the Party's convention shots and social calam ity 
shots are created by angling the camera in the process o f  filming. 
These video techniques may lead to the interpretation (according 
to conventional aesthetics) that he is "off-balance" and that there is 
something sinister lurking about (Giannetti, 1987, p. 44).
Expanding on Jamieson's (1992b) analysis o f this ad (pp. 245- 
251), and according  to Thom pson (1993), the following is a 
hypothetical analysis of how the technical devices within the ad 
might influence the meaning o f  its message.
The use of slow dissolves "superimpose" Humphrey's image
over the scenes for a split second. In this way he may be seen as 
omnisciently pervading them. Flip-flopping his picture in reverse 
shots may suggest either two-faced deception or vacillation on the 
critical issues presented in the ad. Defocussing Humphrey's image 
possibly insinuates his personal lack of focus. Image giration is
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used as the transition betw een Humphrey and V ietnam  W ar 
casualties. This may be a metaphor for his instability or lack of 
control or dangerous nature. Finally, Humphrey is shown with an 
outstretched hand and a rather smug expression on his face. This 
picture filmically splits into three, suggesting maybe schizophrenia 
or political disjunction.
The audio channel condition is also included in film and 
television semiotics (Eco, 1976; Garramone, 1983; Metz, 1974; 
S pottisw oode, 1950). Bruce Smeaton (1993) a ttr ibu tes  great 
evocative and emotive power to music in television and film. The 
ad combines rousing "let's party" music with Hubert Hum phrey’s 
image and discordant noise to his distorted images and the images 
of social calamity. This may insinuate that he is caught up in the 
excitement and fun of the presidentual race, not paying attention 
to the social chaos and "cry" of the American people, perhaps 
because of his distorted view o f  life.
As mentioned, this analysis is only speculative according to 
Jamieson (1992b). In order to be more conclusive about ethically 
suspect ads such as this one, a method is needed to test these 
suppositions. Many recent m edia theorists suggest that each 
techn ica l distortion carries along with it a "language" and 
"grammar" that affects the reading of the image by the audience 
(Metz, 1982; Petrie, 1987; W hittock, 1990; Wollen, 1972). The 
accuracy of their hypothesis has yet to be tested.
With respect to judging ethical intent and truthfulness, using 
political advertisements such as the one mentioned above might 
prove productive in gathering such audience effect data. Was the
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political intent a matter o f "mud-slinging" or merely to inform the 
electorate  o f the candidate 's political irresponsibility? V iewer 
response data would at least indicate what his/her perception of 
the intent is.
This political ad, as well as many others (Kaid & Noggle, 
1992), have drawn a great amount of scrutiny and criticism for use 
o f  editing techniques, special effects, and visual illusions. It
appears that often disagreements arise about their use because of 
lack of scientific evidence one way or the other. Thus far, the 
review of the ethical concerns of the use of technical distortion
within negative and positive political TV ads has been done to 
evidence the need for further study. M essaris (1994) often 
mentions the fact that many of his audience effect findings are 
only  speculative due to the limited number of, or, m ost often, 
absence of systematic research in the area. He adds, "In general, 
resea rch  on view er's  aw areness  of visual conven tions  and 
manipulation is still something of a rarity in academic scholarship, 
despite  the fact that ‘visual literacy' has become an area of
considerable concern. A similar scarcity of systematic empirical 
evidence is characteristic of most other" visual manipulation topics 
(p. 39).
Many recent theorists suggest that each technical distortion 
carries with it a message that affects and actually m odifies the
"reading" of the image (Arijon, 1979; Frank, 1974; Metz, 1982, 
Petrie, 1987; Spottiswoode, 1950; Whittock, 1990; Wollen; 1972). 
As mentioned, the accuracy of this hypothesis has yet to be tested. 
Audience effect experiments designed to isolate the d istortions
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described by Kaid (1991a) as separate variables may prove to 
support or refute the critical concern for potential ethical abuse.
The data gathered from such experiments should support or 
refute the suspect use o f specific technological distortions within 
political advertising. The research has the potential to be expanded 
to address and evaluate the cognitive effects o f these variables 
within other genres as well, such as technically distorted images of 
gender, race, sex, and violence within theatrically released films, 
televised news, and episodic television programming.
This study reviews ethics in terms of political communication. 
It lays a valid claim to the questionable ethical nature of political 
advertising. It specifically questions the use of technology within 
the genre.
Research suggests the notion that video channels, when 
distorted by technology, in some way influence and distort the 
message being carried. In turn, these altered representations have 
the c ap a c i ty  to dece iv e  or m is lead  the e le c to ra te  by 
m isrepresenting the information being carried by the mediated 
channe l.
This study proposes to test the short-term  influence that 
technical distortion has on the viewer of political ads. It should be 
noted that this study does not propose to make any ethical 
judgment about the use of such manipulation. The initial design is 
to test, in general, viewer response variance between the presence 
and absence of intentional distortion.
New technologies such as digitalization used within political 
ads may be questionable, yet they act as a double-edged sword.
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These very technologies make it possible to isolate the various 
technically distorted features within a given ad and remove them 
from its design. In turn, they make it possible to test variance in 
audience response to the same ad with the distortions present and 
with them virtually absent. If critical concerns are accurate, there 
should be sign ifican t variance between the interpretations of 
respondents who watch ads containing technically distorted images 
and/or sounds and those who watch the same ads in which the 
distortions have been removed.
Nonverbal elements, such as dress, facial expressions, and 
body movements; technological elements, such as photographic or 
electronic distortions and editing; and o ther elements o f video 
"language," such as the "tightness" or "looseness" of a camera shot 
and the camera angle may all be variables that contribute to the 
overall image and issue impressions received by an audience 
(Arijon, 1976; Frank, 1974; Kaid 1991; Spottiwoode, 1950, pp. 139- 
140) (see Appendix L). Garramone's (1983) political research 
design and F rank’s (1974) video "grammar" study suggest a 
connection  betw een them . They should be exam ined as an 
outgrowth of past studies, especially those cited in this paper. 
Which variables influence audiences in just what direction has yet 
to be investigated and established.
Specific Variables to be Tested
The three most recurrent ethically suspect categories in the 
use of technical distortion in political TV ads are coded as: (a) 
computerized alterations (37%), followed by (b) editing techniques 
(35%), and (c) specialized audio techniques (30%) (Kaid, 1993a, p.
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15). Oddly enough, this coincides with three similar categories 
chosen  independently for the same reason by Messaris (1994) 
from  W hittock’s (1990) list o f  visual manipulation techniques. 
Though the terminology is different, since they solely relate to the 
visual image, they basically have very similar characteristics: (a) 
"camera positioning to manipulate viewers' involvement with the 
on-screen characters," (b) "the use o f  editing (and technology) to 
manipulate contextual meaning," and (c) "the use of temporal or 
spacial juxtaposition to create mental associations" (Messaris, 1994, 
pp. 154, 155).
Three m ajor categories for these variables seem to emerge. 
T he  audience th rough  experience  comes to expec t ce r ta in  
conventional (or "grammatical") cues in each category, (a) editing 
techniques lead to the degree of dramatic intensity that a piece of 
video will have; the more intensity, the more attentiveness occurs. 
Also, individual image order and/or juxtaposition lead to specific 
implied meaning. (b) Visual illusions and (c) special effects add 
inform ation  or com m ent to the subject m atter and increase  
interest. Nonconventional "tropes" within these three techniques 
conventionally cue an increase in attention and interest. Thus, 
these technical distortion devices, when removed, should prove to 
decrease  audience attentiveness, interest, and recall, w hen the 
expected devices do not satisfy the design of the video.
Video "Literacy"
As mentioned, the primary concept being investigated in this 
research  is that o f determining whether or not the various 
technological distortions in Kaid's (1991a) categories have an effect
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on the way voters perceive and interpret the messages in political 
ads. Before designing an instrument to assess this as a causal 
relationship, Messaris (1994) suggests that in a study such as this 
there is a confounding variable to be addressed. It pertains to 
what he terms the visual "literacy" level of each respondent. To be 
more exact, in this case it might be called “video literacy." He, 
among others (Custen, 1980; Diamond & Bates, 1984; Elsaesser,
1990; Fiske, 1987; Gardner, 1985; Gross, 1985; Ray, 1985; 
Wawrzaszek, 1983), defines visual "literacy" as "the degree of 
explicit aw areness about the processes by which m eaning is 
created through the visual media" (p. 135).
Visually "literate" or "sophisticated" respondents (i.e., those 
with greater experience in the workings of visual media coupled 
with a heightened "conscious awareness" of those workings) should 
be more "aware" o f how meaning is created visually and, therefore, 
less likely to be "taken in" by abuses of the process than are
ordinary or "naive" respondents (Messaris, 1994, pp. 2, 3). They 
evidence familiarity with the ways with which visuals can be used 
to persuade, (mis)inform, or elicit an emotional response (Whittock, 
1990) and are able to make "the judgment that a particular image,
feature of an image, or juxtaposition o f images is a deliberate
expression of an intended meaning" (Messaris, 1994, p. 154).
V ideo " l i te racy "  involves sev era l  re la ted  com ponen ts , 
including some understanding  of production techniques, some 
knowledge of re levan t precedents, and some fam ilia rity  with 
critical commentary (MacKinnon, 1990). "Ordinary" or "naive" 
viewers are not often aware of the visual devices responsible for
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their interpretations (Kuleshov, 1974; Messaris, 1981). "Trained" 
or "sophisticated" viewers have an awareness o f artifice at the 
formal level which also leads to awareness of ideology (Elsaesser, 
1990). A com parison study perform ed by M assaris  (1981) 
concludes that "trained" viewers draw inferences about broader 
social implications o f images and are less vulnerable  to their 
influence than "ordinary" viewers who seem far less aware of 
intentionality (p. 154).
Messaris (1994), as well as Messaris and N ielsen (1989), 
suggests that each viewer maintains one of three possible levels of 
video "literacy" competency based on his/her fore-know ledge of 
the inner-workings of television and film production: (a) the 
"ordinary" viewer is fairly  naive about such th ings, (b) the 
"educated" viewer is academically aware of them, and (c) the 
"trained" viewer is professionally trained in the industry. The 
latter is assumed to be the best equipped to discern artifice and 
intentionality and less likely to be deceived by visual and audial 
manipulation. He adds: "the idea that a connection may exist 
between cinematic or pictorial experience and extracinem atic  or 
extrapictorial abstractive/analogical skills remains a very tentative 
hypothesis" due to the lack of empirical evidence (p. 134). 
Technological Distortion Hypotheses
In summary, modern political advertising has drawn a great 
amount o f  critical fire based mostly on in tuitive  speculation. 
Associated with the lack of empirical evidence should be a caution 
in drawing valid conclusions based solely on the "hunches" of 
"experts." Further, there are a considerable number of conflicting
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views related to many of the existing criticisms, which also cast 
some degree o f doubt on their complete validity. Thus far, the 
review of communication ethics, technical distortion, and video 
"literacy" have been done to warrant further investigation.
Toward this end, the data obtained in this investigation is 
meant to extend the research by testing three hypotheses:
H I: Viewer evaluations and vote likelihood for the sponsoring
candidates will be higher in the ads containing technological 
distortions. In turn, the opponent will receive lower evaluations 
and vote likelihood.
H2: Evaluations of the ads themselves will be more positive for
positive ads containing technological distortions and more negative 
for negative ads containing technological distortions.
H3: The more video "literate" the respondents are, the more 
"immune" they will be to the positive or negative influence that 
the distorted ads are intended to have. In other words, a higher 
"literacy" score will correspond to a lower sponsoring candidate 
evaluation for the positive ads and a higher opponent evaluation 
for the negative ads.
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Chapter 3: Methodology 
This experiment is designed to test whether or not the use of 
techn o log ica l  d isto rtion  w ithin  te lev ised  politica l advertis ing  
affects the viewers' attitudes about and interpretations o f the 
candidates featured within the ads. The basic design involves 
exposing subjects to versions of political spots with and without 
the technological distortions discussed earlier.
To do this, ten political spots were digitally altered to remove 
the various technical distortions they originally  contained. The 
orig inal version of one ad (with technological distortion) was 
random ly paired with an altered version of another ad (without 
technological distortion) in the experimental treatment.
T es t Instrum ent
The choice of ads to be used in this experiment was 
accom plished  by committee. A panel o f experts v iew ed a 
c o m pila t io n  o f  suspect ads drawn from  the U niversity  o f  
Oklahoma's Political Commercial Archive by members of the Kaid's 
(1992, 1993a) National Science Foundation task force team. The 
panel helped establish criteria for evaluating and categorizing the 
ads that contained technological distortion. It consisted of Dr. 
F ran k ly n  H aim an of N orthw estern  U n ivers ity , Dr. R icha rd  
Johannesen of Northern Illinois University, and Dr. Lee Wilkins of 
University of Missouri at Columbia.
Using these criteria, approximately 100 ads were chosen from 
a sample of 312 spots coded as ethically suspect. Another panel 
was devised to select the appropriate ones for testing in this 
experiment. That panel consisted of Dr. Lynda Lee Kaid and three
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graduate students from the University o f  Oklahoma's Departm ent 
o f Communication who were familiar with the contents o f  the 
University’s Political Commercial Archive. The first consideration 
was to distinguish which ads contained the three most prevalent 
distortions found in Kaid's (1993a) content analysis. It should be 
noted that none of the three most frequent categories mentioned 
above are exhaustive or mutually-exclusive.
The next eva lua tion  was based upon how obv ious the 
image/sound distortion was. At first, it was thought that an 
o b v io u s /su b tle  v a r ia n t  would  be a co n s id e ra tio n  in this 
experiment, but upon viewing the compilation, no intended subtle 
m an ip u la tio n s  were d e tec ted  as b e in g  p resen t o r  eas i ly  
enumerable — as corroborated in Messaris' (1981) experim ent on 
"obtrusive" devices.
The final consideration for the ads that survived the panel's 
scrutiny was how easily the existing distortions could be digitally 
removed to produce "distortion-free" prototypes. The ads could 
then be utilized as ads devoid of their intented m anipulative  
distortions for the purpose of testing the variance o f  reponses 
between their "presence" and "absence."
It was surprising to find so many positive candidate-focused 
ads among the more recent ads containing questionable material. 
It appears that with the increased availability and affordabiliy of 
new technology, m ore candidates have been using technical 
distortion as a means to promote themselves as well as to criticize 
their opponents. Thus, three questionable positive ads have been 
included in this experiment.
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It should again be noted that this study does not propose to 
make any ethical judgm ent about the use o f such manipulation. 
The experiment simply tests audience response to the intended 
"presence" or "absence" of the techniques. "It is in the presence of 
this kind o f  attem pted deception — which is not always ill- 
intentioned, o f  course — that a v iew er's  ability to decipher 
intentionality is most likely to become a conscious" task (Messaris, 
1994, p. 141).
An example o f such an ad is the 1990 Secretary of State 
commercial in which John Campbell accuses his opponent, Jim 
Miles, of "telling lies." The screen shows a still picture of Jim Miles 
whose nose appears to grow (th rough  means of com puter  
alteration) accompanied by a "stretching" sound effect. The voice­
over text states what appears to be factual statements about Mile's 
political record, but the visual picture distortion implies that he 
has been lying to his constituents. The visual and audio metaphors 
are reminiscent of the Pinocchio fairy tale. In fact, the ad's title, 
P i n o c c h i o . discloses its intent to link Jim Mile's image and 
performance with that of Pinnocchio's outward manifestation of 
lying.
A nother exam ple is Henry M cM aster 's  1986 ad against 
Senator Fritz Hollings titled. Globe Trotting Fritz . A picture of 
Hollings appears on the screen. Visual distortion through the use 
of computer graphics adds several images to the picture. A Jet 
plane, maps of foreign countries, and several ethnic hats appear 
throughout the ad. These visual analogies, as well as the inflection 
in the voiced-over text, accuse the Senator of a "Lifestvles of the
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Rich and Famous" existence using "tax payers' dollars" to support 
his extravagant "Globe-Trotting" lifestyle.
The sample ads chosen for this study consist o f  the seven 
negative and three positive ads listed below:
NEGATIVE ADS
John Campbell 
1990 Secretary of State 
"Pinocchio"
Henry McMaster 
1986 South Carolina State Senate 
"Globe Trotting Fritz"
Patty Murray 
1992 Washington State Senate 
"Jobs"
Barbara Neilson 
1990 South Carolina State Superintendant of Education
"Sorry Charlie!"
Richard M. Nixon 
1968 United States President 
"Humphrey Stills"
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Ted Strickland 
1986 Colorado State Governor 
"Hats"
John Sununu 
1982 New Hamshire State Governor 
""Pinocchio""
POSITIVE ADS
Bob Abrams 
1990 New York State Attorney General 
""The Courage to Lead""
Bart Barker 
1989 Salt Lake County Commissioner 
’"Bangerter""
Dick Harpootlian 
1990 Solicitor 
""Crime""
Video  Stimuli
As mentioned, these spots were altered to remove the 
various technical distortions they originally contained. The original 
version of one o f  the above ads was randomly paired with an 
altered version o f  another ad. The ten pairs o f ads then were
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copied onto each of ten numbered tapes (Cell #1 through Cell #10). 
They were placed after the video "literacy" pretest clips (which are 
discussed later) located at the beginning of each tape: (#1) Henry 
M cM aste r  (altered) and  Bart B arker (original), (#2) Henry 
M cM aster (original) and Dick H arpootlian  (altered), (#3) Bob 
Abrams (altered) and Ted Strickland (original), (#4) Bob Abrams 
(original) and Bart Barker (altered), (#5) Dick Harpootlian (original) 
and John Sununu (altered), (#6) Ted Strickland (altered) and John 
Sununu (original), (#7) Richard Nixon (altered) and John Campbell 
(original), (#8) Richard Nixon (original) and Patty Murray (altered), 
(#9) Patty  Murray (original) and Barbara Nielson (altered), and
(#10) John Campbell (altered) and Barbara Nielson (original) (see
Appendix Q).
Demographics of Respondents
R espon den ts  w ere  rec ru i te d  from  the U n iv e rs i ty  of 
Oklahoma's graduate and undergraduate student research pools, as 
well as from the local general populus and from various media 
p rod uc tion  houses in the O klahom a region. Each o f  250 
respondents was randomly assigned to one of the cells mentioned 
above (25 per cell).
Each participant viewed an unaltered (ad with technological
d is to r tion s)  as well as an a ltered (ad without technological
distortions) version of two different ads. The ad order varied for 
each cell. No subject saw both the altered and original versions of 
the same ad. The overall interpretations of the altered ads and the 
original ads as viewed by different respondents were statistically
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analyzed for response variance with regards to the cand idate  
sponsoring the ad, his/her opponent, and to the ad itself.
Test Adm inistration
The experim ent was conducted  in June of 1994 in the 
Communication Department video laboratory at the University of 
Oklahoma in Norman, Oklahoma. The testing ran for a three-week 
period, starting on Monday, June 6th, and ending on Friday, June 
24th. The overall procedure for each testing session lasted  
approximately 45 minutes for each respondent.
Research Design
The subjects were given a questionnaire, and each was 
assigned a participant number to insure anonymity. They were 
randomally stationed at one o f  ten individual video p layback  
booths where they received instructions on how to use the 
equipm ent and were given general guidelines as to how  to 
participate in the study (see Appendix R). Terminology specific to 
this study was defined to avoid confusion. The terms, "sponsor" 
and "opponent" were clarified for the analysis of the political ads. 
When asked about "video techniques," they were instructed  to 
describe how certain visual procedures were accomplished rather 
than describing the dramatic content happening within a scene.
Each respondent began the experiment by filling out the 
dem ograph ics  portion of the questionna ire  which in c lu d ed  
traditional information, as w ell as inform ation about h is /her  
academic field of study, political affiliation, voting behavior, formal 
media training, and TV viewing habits (see Appendix S).
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Next, the partic ipan ts  took the video " lite racy" pretest 
discussed later and designed for this experiment. They were then
asked to view two political ads, one at a time. Each of the ten
stations contained a different combination of an original ad and an 
ad that was altered to remove its original distortion. Immediately 
following each ad, the subject was asked to respond to questions 
concerning his/her recall, attention, interest level, and recognition 
of artifice, intent, and ideology. The influence potency of the ad 
toward the sponsoring candidate, the opposing candidate, and the 
ad i tse lf  were tested in a series o f Likert-type and semantic 
d ifferential scales.
The participants were asked to respond to a number of items
co n ce rn in g  their reactions  to the sponsoring and opposing
candidates presented in each ad. These items were adapted from 
several previous political com m unication experim ents (Kaid & 
Boydston, 1987; Kaid, Downs, & Ragan, 1990; Kaid & Sanders, 1978; 
Kaid & Singleton, 1977; Sanders & Pace, 1977). They were 
designed to assess the respondent’s perceptions toward political 
candidates and/or their televised ads.
Test Instruments
The 250 respondents viewed a total of 2 ads each, making the 
total number of viewings 500 (2 ads x 10 cells x 25 respondents 
per cell). This consisted of 350 viewings of the negative ads (175 
for ads with distortion and 175 for ads without distortion) and 150 
viewings of the positive ads (75 for ads with distortion and 75 for 
ads without distortion). Each subject separately rated the sponsor 
of each ad, his/her opponent, and the ad in general on a 12-
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stimulus item semantic differential scale. The mean scores in each 
of these categories for the ads containing technological distortion 
were com pared to the mean scores for the responses to their
altered counter parts, the ads without technological distortion (see
Figure 5).
Figure 5 . Semantic Differential Scale to Measure Candidate Image
1 2 3 4 5 6 7
Unqualified :___:___:____:___ :___ :___:___ : Qualified
Unsophisticated :___ :___:____;___ :___ ;___:___ : Sophisticated
Dishonest :___:__ ;____ :___ :___:___ ;__ ; Honest
Believable_:___ :___ :___:___ :____:__ :___ : Unbelievable
Unsuccessful :___ :___:____:___ :___ :___:___ : Successful
Attractive_:__:____ :___ :____:____:__ :___ : Unattractive
Unfriendly :___ :__ :____ :___ :___:___ :__ : Friendly
Insincere :___ :__ :____ :___ :___:___ :__ : Sincere
Calm :___:__ :____ :___ :___;___ :__ : Excitable
Aggressive :___ :___:____:___ :___ :___:___ ; Unaggressive
Strong :___ :___ :___ :___ :___ :___ :___ : Weak
Inactive ;___ :___ :___ ;___ :___ ;___ ;___ ; Active
(Kaid, 1995, p. 134)
T he scale used was adapted from one which has been 
developed  over the past 30 years and used to m easure  a 
candidate's mediated image and the respondent's vote likelihood. 
"Semantic differential scales, as a means to summarize measures of
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evaluation and to suggest factorial dimensions, have become an 
accepted way of measuring candidate image," as well as predicting 
"voting behavior choices" (Kaid, 1995, pp. 132; 133).
The respondents were asked to make an evaluation o f  the 
candidate and his/her opponent on 12 7-point semantic b ipolar 
adjectives. Their responses indicated the position that most closely 
corresponded to their perceptions of the sponsoring and/or the 
opposing candidate(s). Terms such as dishonest-honest, strong- 
weak, insincere-sincere , and so on were used, as show n in 
A ppendix  S. These scales have been m odified from those 
advocated by Osgood, Suci, & Tannenbaum (1957) in their classic 
research on semantic meaning.
Some terms were reversed in polarity to test the reliability 
and validity of the answers — that is, that the respondents were 
paying close attention to the questions. The a l p h a  re liab ility  
coefficient (Chronbach, 1951; Krippendorf, 1980) was .86 for the 
sponsor scales and .925 for the opponent scales.
In like manner, the subjects were asked to evaluate  the 
ethicality of each ad on seven, 7-point, Likert-type scales (Likert, 
1932). Each Likert scale presented an ethical statement about the 
ad, such as that the ad was fair or that the ad was honest with the 
pair o f polar opposites, disagree-agree, as answers. Some scales 
were also reversed in polarity in order to test reliability o f the 
answers. The a l p h a  reliability coefficient was calculated to be 
.878 for these scales.
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These items were summed to create a single measure of 
responden t a t t i tude  toward each cand idate  (sponsoring  and 
opposing) and each ad respectively.
Likelihood o f  voting for each candidate (sponsor and/or 
opponent) was also tested on a 7-point Likert-type scale using the 
polar-opposite term s, very unlikely to very likely. The scores 
would range from (1) being the most negative to (7) being the
most positive.
Awareness o f artifice, intent, and ideology were tested by 
asking a series of open-ended questions after each ad, such as: "Did 
any o f  the visual or audio techniques used in the ad seem
troublesome or suspect to you?" "If so, briefly describe them and 
how each influenced you." The score of each applicable awareness 
coded from the questions were summed to form a second measure 
o f self-perceived awareness (see Appendix T).
Self-percieved awareness also includes what Massaris (1994) 
calls visual "literacy." He and other experts (Moore & Dwyer, 1994; 
Muir, 1992; Silverblatt, 1995) involved in the study of visual, 
video, and media "literacy," claim that a scale to measure such
view er com petency has yet to be devised and tested. From 
classroom video exercises and systematic research which Massaris 
(1994) and his colleagues have conducted, categories of viewer 
com petency emerge. They were operationalized to develop a
pretest to evaluate the video "literacy" level of each respondent 
within this study (see Appendix M).
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Visual "Literacy" Scale.
AH o f  the participants took the video "literacy" pretest 
designed for this experiment. Each evidence of viewer awareness 
was placed in one of three categories: (a) awareness of artifice, (b) 
awareness o f intent, and (c) awareness o f  ideology. For the purpose 
of this experiment the number of correct answers for each of the 
three categories were summed to create a single video "literacy" 
score. A maximum score of 17 was possible.
The following is an overview of the video "literacy" scale that 
was developed for this study. Each category tests the respondent 
for conscious detection o f the workings o f  particular artificial 
conventions and the awareness o f the ir  intentionality. H igher 
levels of awareness of visual artistry and manipulation are linked 
strongly to a list of viewer com pentencies which result from 
his/her consciousness of: (a) pictorial depth perception, (b) camera 
p o s i t io n in g ,  (c) " in v is ib le  style" e d it in g ,  (d) t ran s it io n a l  
mechanisms, (e) production "literacy," (f) prepositional editing, and 
(g) the intentional and ideological significance of each o f  these 
devices.
A cumulatively high number of these compentencies within a 
particular viewer should correspond with a higher visual "literacy" 
level along with greater comprehension o f manipulative devices. 
This should be coupled with more immunity "to whatever negative 
(or positive) influence these devices might normally be expected to 
have" (M essaris, 1994, p. 138). Thus, the lower the visual 
"literacy" score that a viewer has, the more he/she should be
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susceptible to the negative or positive influence that the use of
technical distortion is intended to have.
Upon viewing examples from each of the above categories, it 
should be possib le  to calculate a facs im ile  o f a v iew er 's  
competencies in these areas. A video "literacy" level should be 
evidenced in his/her responses to questions directed to identify 
each artifice and its intented meaning and ideology.
P ic to r ia l  dep th  percep tion . The com prehension of the 
"collapsing" o f  three-dimensional figures into a two-dimensional 
means has been found to be considerably m ore difficult for less 
visually "literate" viewers. Conversely, more sophisticated viewers 
seem to c ircum vent the "barriers posed by such 'obviously '
unrealistic conventions" and it presents no significant obstacle in
the reading of the image for them (Hagen, 1980; Marr, 1982).
In r e a l -w o r ld  v is ion , once  the b ra in  e x tra c ts  a 
representational outline from the eye of the viewer, it begins a 
process of interpretation. Part of that process is assigning depth to 
the various parts of the outline. The brain determines the distance 
between the v iewer and each part of the scene in a complex
process which calculates several different kinds of information: (a) 
binocular disparity — the difference between the image formed in 
each eye, (b) motion parallax — the amount o f change the retina 
detects caused by moving objects, (c) texture gradients — changes 
in the density o f the patterns or textures o f  the objects in the 
scene, (d) occlusion — how one object blocks part of the view of 
another object in the scene, (e) contours — outlines of objects 
which, once recognized, are seen as three-dimensional, (f) shading
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— the brightness of a surface relative to its orientation to a light 
source, (g) linear perspective — the relationship between depth 
and the degree of the appearance of line convergence, (h) relative 
size — the inverse relationship between depth and the size o f 
recognizable objects, and (i) height — how high the figure is in the 
visual field (Bruce & Green, 1990; Hagen, 1980; Kubovy, 1986; 
Marr, 1982; Wade & Swans ton, 1991).
Pictorial representations of a scene lack two of these depth 
perception cues that real-w orld  vision gives. Working without 
binocular d isparity  and m otion parallax as depth cues, naive 
viewers have trouble seeing depth in pictures. They tend to 
interpret p ictures as "rela tively  flat" with little depth, while 
experienced viewers seem to have no trouble seeing pictures as
representations of three-dimensional space (Hudson, 1967).
The model for testing depth perception in this study is a
modification of Hudson's (1960) pictorial depth perception test (see 
Appendix N). The pictures used contain various combinations of 
four different depth cues: occlusion, linear perspective, relative 
size, and height in the visual field. He, as well as. Cook (1981), 
Deregowski (1968), Hagen and Johnson (1977), Hamdi, Knirk, and 
Michael (1982), and Kilbride (1969), finds significant variance in
the degree o f  sensitiv ity  toward depth  inform ation between 
"naive" viewers and "sophisticated" viewers.
In defense of using still pictures as a means of detecting 
depth perception competency within a film and television study, "it 
should be added that much of what has been said above also
applies to an important aspect of the interpretation of film and
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television — namely, the viewer's recognition of the objects in a 
single image" (Messaris, 1994, p. 14). Far more academic research 
exists in this area than in media research and using still pictures in 
an empirical study design to test depth pereption compentency 
within respondents is less problematic than using a medium that 
uses a series o f still images to create the illusion o f  "moving" 
images (pp. 14, 39, 51). Because the representational principles 
ty p ica l  o f  p h o to g rap h s  are co n s is ten t  with m any  of the
requirem ents o f rea l-w orld  in terpretational processes, the same 
should be true of the "moving" pictures in television and film (Fell, 
1974; Hollander, 1989).
Cam era position ing . "Camera positioning can be analyzed in 
terms of three major variables - viz., distance, point-of-view, and 
angle" (Messaris, 1994, p. 156). Distance and point-of-view are 
very commonly a part o f  the persuasive appliances used in TV 
com m ercials. Both distance and point-of-view m anipulate the 
viewer's involvement with the scene by reinforcing the viewer's
identification and sympathy with a character.
As mentioned earlier, in the study of "paraproxemics," the
close-up of an item or person cues the viewer that that item or
face is more im portant and intimate for some reason at that 
moment and should be attended to by the viewer (Balazs, 1952; 
Kuleshov, 1974; Meyrowitz, 1986). Using a camera angle which 
indicates a "subjective" point-of-view, conventionally places the 
viewer in the position of the character's eyes within the scene as a 
direct recipient of the message (Gable, 1983).
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The relative effectiveness o f these techniques have been 
investigated in research conducted by Galan (1986). Seeing a 
commercial as a spectator from an "objective" point-of-view is far 
less persuasive than it is as a participant in which the receiver's or 
the  p e r s u a d e r 's  " s u b je c t iv e "  p o in t-o f -v ie w  p re d o m in a te s .  
According to such studies, "ordinary" viewers pay less attention to 
point-of-view camera positioning and the importance o f image size 
than "trained" viewers. They are generally unaware that these are 
being used as persuasive techniques. (Image size awareness is 
tested in the "'Invisible style' editing" section  o f  this v ideo 
"literacy" scale.)
Because "the perception of (video 'literacy ') skill c learly  
depends on an awareness of the conventions that the artist is 
following or breaking (M essaris, 1994, p. 29), a scene from 
Schepisi's film Ice m an  (1984) is used in this study to test viewer 
awareness o f the point-of-view  convention. In the scene, the 
camera continuously pans from an objective point-of-view directly 
into a subjective point-of-view and back again without the use of 
an edit. Editing to cue the audience of a change in point-of-view is 
a convention that is "normally never violated" (p. 29). In this 
scene, the convention is broken to generate within the viewer the 
same feeling o f disorientation that the character on the screen is 
feeling.
A viewer who has only tacit familiarity with this rule will 
certainly be able to evaluate the sequence in terms of how exciting 
it is, how poignant, and so on. But for the viewer whose knowledge 
of the rule is conscious, evaluation of this scene acquires an added
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dimension. Such a viewer is also able to make an informed 
judgment about the "means" the director used to make the scene
exciting and poignant (p. 30).
Also incorporated here is a test to determine the respondent's 
spacial intelligence with regard to reverse angle point-of-view  
editing techniques. Salomon's (1979) version of the Piagetian 
three-mountain test involves pictures o f  the interaction between
two people (see Appendix 0 ) . Those with relatively high spacial- 
intelligence abilities should not have difficulty detecting what a 
reverse angle cam era shot from the other person's point-of-view 
should look like. Picturing what an instantaneous reversal of 
camera angle might look like, on the other hand, may prove to be 
very demanding to those with a less trained eye.
A simple test to determine audience awareness o f  camera 
angle is found in Mandell and Shaw 's (1973) research  and 
supported by Tomasulo (1989). In this study, viewers are shown 
one of three simulated versions of the same news story which is 
in terjected  into an actual new scast. A fabricated po litica l
appointee is shown from one of three camera angles in the story:
eye-level (normal), 12 degrees below eye-level (low), and 12 
degrees above eye-level (high). As anticipated, the respondents 
rated the political figure in the low-angle version as "stronger" and 
the same figure in the high-angle version as "weaker."
Most viewers appear to be unaware of the presence of camera 
angle manipulation. Only those who are well-experienced or well- 
trained in production techniques seem to be aware its metaphoric 
ramifications. The findings of this research make this test well-
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suited as a component for judging the visual literacy sophistication 
o f  a responden t. In this experim ent, the pa rtic ipan ts  are 
questioned about their awareness of camera angle manipulation in 
the "Production technique" and "Analogical construction" sections 
of the visual "literacy" test.
"Invisib le  style" editing. The basic principle behind most 
narrative ed it in g  in telev ision  and film production is "false 
continuity," "the illusion that no time has passed between one edit 
and the next" (Cheshire, 1979, p. 54). It creates what appears to 
be a continuous flow of action across the edit. It is "read" by the 
viewer as "being part of a coherent stream of space, time, and 
action, even if the separate shots were in fact taken at widely 
separate times and places" (Messaris, 1994, p. 35).
This sty le  o f  editing inhibits the viewer's aw areness of 
artifice. It is meant to do so. It is not meant to draw attention to 
itself. "As an audience, we no more want to see the wheels and 
gears and levers responsible for the effect the film is having on us 
than we want to see the pencil marks on an author's first draft or 
the invisible wires in a magic show" (Rosenblum & Karen, 1979, p. 
296). It is not something noticed easily and does not seem to 
attract the a ttention of the ordinary viewer. "Here, then, is an 
aspect of visual artifice whose detection appears to require specific 
priming of the viewer's eye, either through explicit instruction or 
through relevant prior experience" (Messaris, 1994, p. 145). With 
this in mind, it is not difficult to conceive of "staged" material 
posing as nonfiction and somewhat succeeding in the mind of the 
ordinary viewer. The continuation of an action across an edit is
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"one sure sign" that the scene has been "staged" and yet for most 
American viewers it goes by virtually undetected (Block, 1975). 
T his  deception on the part o f  the artist is not always ill- 
in ten tioned , but the po ten tia l  for abuse has already been 
questioned  in m any films, TV programs, and com m erc ia ls , 
especially political ads, which pose as documented material but in 
reality are posed and fictitious in nature (Diamond & Bates, 1984; 
McGinnis, 1969; Metz, 1974; Mitchell, 1988).
Two such political ads o f concern are cited as examples by
Diamond and Bates (1984). Both a 1980 Howard Baker primary ad 
and a 1980 George Bush presidential ad are held suspect in their 
use of sequences o f  images and sounds. Neither is consistent with 
the context of the "real" event speeches they appear to represent. 
In both cases, as with many political ads, the editor chooses to 
juxtapose images and sounds from outside the event to reshape the 
dramatic impact that the candidate has on the original event (p.
2 6 0 ) .
The tendency to look for such discrepancies in the first
place is contingent on the specific knowledge about these
aspects of editing, and this kind of knowledge can be said
to be the key to the "literate" viewing o f films or TV
programs based on unstaged footage (Messaris, 1994, p.
147).
The test for continuity or "invisible style" editing awareness is 
multilevel in nature. It questions the respondent's cognizance of 
"paraproxemics" (as mentioned earlier, the use o f close-ups for
emphasis) and recognition of the technical use o f a camera lens
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"zoom" (a counterpart to cutting to a close-up), as well as, his/her 
consciousness of the presence or absence of continuity editing.
Two experimental videos are designed to show the same 
scene with and without "invisible style" editing. Similar in nature 
to the two sections of film produced for Messaris's (1981) film 
study, they are viewed back-to-back. Both contain the same actor 
entering the scene, sitting in a chair, looking at his watch, and 
getting up and leaving the scene. One contains four continuity or 
"invisible style" edits, starting with a full shot (seeing the actor
from head-to-toe on the screen) and ending with a close-up of the 
actor (seeing the his face fill the screen) (see Appendix P). The 
other uses no editing, only a "zoom-in" from a full shot to a close- 
up to show the same action. The screen time of both films is
approximately the same.
Awareness of these devices is one indicator o f the video 
"literacy" level of the respondent. The "naive" or ordinary viewer 
is generally unaware of them. The sophisticated or "trained"
viewer is more likely to be conscious of them, especially as an
indicator of intentionality (Messaris, 1994, p. 154).
T ra n s i t io n a l  m echan ism s. The cut, fade, and dissolve are 
often used as artificial transitions to transport the v iew er over 
"discontinuities" in the "location" of events, in the flow o f  "time" of 
the events, and/or in the events' "relationship to reality" (e.g., from 
"reality" to dream, thought, flashback, etc.).
The idea that the viewer requires familiarity with a set of 
m edium -specific  codes o f video "language and gram m ar" to 
in terpret these artifices is controversial. Some (Carey, 1982;
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Meadowcroft & Reeves, 1989) say it is untenable, while others 
(Turner, 1988; Cheshire, 1979) suggest that space/time transitions 
in contemporary films and television programming require prior 
familiarity by the viewer with the use o f  transitional "special 
effects" and "editing" to be "read" in a particular conventional 
manner. In any case, both views concede that a level of 
re sp o n d en t m e d ia  ex p erien ce  is req u ired  to de tec t the
conventional application of these artifices. The use o f  these 
devices for "narrative progression" is closely related to the "special 
effects" category in the use of technical distortion (Kaid, 1991) and 
are tested in this scale. Detection and awareness of this intent are 
tested for the "fade" in the Dressed to Kill (DePalma, 1980) scene, 
which fades to black at the end before the next scene begins, and 
for the "dissolve" in the Chariots of Fire (Hudson, 1981) scene,
which inco rpo ra te s  a lengthy d isso lve  be tw een the church
congregation scene and the running on the beach scene, and for the 
"cut" in the 2001: A Space Odvssey (Kubrick, 1968) scene, which
cuts directly from an ape-man tossing a bone in the air to a space 
ship docking at a space station.
P roduc tion  "literacy." Evidence suggests that "literacy" in 
v isual in te rp re ta t io n  may resu lt  from  " li te racy"  for the 
"manufactured image," video "literacy" that stems from experience 
in the "production" of images, as opposed to experience in their 
interpretation (M essaris & Nielsen, 1989). There is a direct 
correlation between the knowledge of the manual and/or technical 
skills in film and video technology and an increased visual 
interpretational awareness (Worth & Adair, 1972).
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Studies comparing the audience effect o f  continuity editing 
and disjunctive editing (Messaris, 1981; Messaris & Neilsen, 1989) 
use three sets of respondents: (a) those with substantial film/video 
production experience, (b) those who have experienced film/video
theory and analysis coursework, and (c) those who have had no 
formal training or experience in television or film.
The viewers with production experience are much more 
likely to express awareness o f the visual conventions 
being tested. Although, education in and o f  itself also 
appears  to increase  aw areness to a certa in  extent,
view ers without special experience in production  still 
seemed to be struggling to disentangle the devices and 
deal explicity with intentionality  and the m aking and 
breaking of conventions (Messaris, 1994, pp. 182 - 183).
The findings of these two studies suggest that awareness o f 
the conventions and the intent of overt manipulative devices often 
found in advertis ing  are heigh tened  g rea tly  by p roduction  
experience. The respondent's production experience is gathered in 
the demographic section of the questionnaire, as well as, tested in 
the visual "literacy" scale by using the elevator scene from Brian 
DePalma's Dressed to Kill (1980).
In the scene, a villain wielding a straight razor advances on
an intended female victim. The razor is in sharp focus in the 
foreground, while the villain’s face is in full view yet out-of-focus 
in the background.
Some significant things about this shot would be quite 
opaque to a view er whose level of in te rp re ta tional
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expertise went no further than what has been discussed 
thus far. These additional layers o f m eaning would be 
available only to a viewer who was self-conscious about 
the p rocess  of visual com m unication and therefore 
explicitly concerned with the filmmaker’s manipulation of 
his material (Messaris, 1994, p. 136).
A spectator experienced in media production would be far 
more aware o f the basic technique of using a narrow depth of field 
in this shot to obscure the villain's distinct facial features than 
would be an inexperienced viewer. The intentional and ideological 
aw areness o f  this scene are discussed in the "Ideological 
significance" section of the test.
P re p o s i t io n a l  ed iting . This feature o f "literacy" tests the 
participant's ability to make an analogy from the juxtaposition of 
images. Contrary to the seamless illusion o f  narrative editing, 
p repositional editing uses editing for purpose of comm entary 
(Bazin, 1967; Godard, 1986). Two or more images may be 
jux taposed  to suggest an analogy and/or con trast among the 
subjects or objects or situations contained within the images 
(Eisenstein, 1951). Their structure mimics the formal structure of 
verbal syntax in the juxtaposition of "subject image" and "object 
image" in simile, in contrast, in cause and effect propositions, or in 
the linking o f  individual situations of rhetorial reiteration (Clifton, 
1983; Dyer, 1989; Kaplan, 1990, 1992).
A case-in-point is the Ronald Reagan 1984 re-election TV 
advertising cam paign (som etim es referred as the M orning  in 
A m e r i c a  spots). In the ads shots of Reagan 's first-term
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inauguration in 1981 are intercut with early-m orning scenes of 
Americans going to work. Intended by the p roducer o f  the 
com m ercial, the in te rp re ta tiona l task confron ting  the viewer 
moves from a presentational form of com m unica tion  to the 
prepositional form of communication. The viewer is expected to 
make a causal, as well as a m etaphoric (W hittock , 1990), 
connection between the beginning of Reagan's presidency as "a 
new beginning" and "the nation doing well again." These are to be 
made from "aspects of reality not represented directly in the film 
(e.g., the economy, U.S. citizens in general, etc.)" (Morreale, 1991).
Prepositional editing has found a place for itse lf  in both 
commercial and political advertising. "A major prerequisite for its 
interpretation must be the capacity to discern the presence of 
concep tu a l  re la tionsh ips  betw een the ob jec ts  or s itua tions 
portrayed in a sequence of images — and to do so very swiftly in 
most cases, as the pacing of propositional editing in TV ads is quite 
rapid" (Prince, 1990, p. 156).
Not all viewers are equally adept at grasping the complex 
meaning intended in this form of editing. Both formal education 
and especially  visual m edia experience "appear to contribute 
s ig n if ican t ly  to a v iew er 's  developm ent o f  th is  form  of 
interpretational skill" (Messaris & Nielsen, 1989). Furthermore, it 
may be abusive in its capacity to "bring about an 'unconscious' 
association between a candidate or product and an image even for 
those 'ordinary' viewers who were never consciously aware o f the 
intended proposition" (Zuckerman, 1990, p. 40).
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Viewer awareness o f  the analogical construct in Kubrick's 
2001: A Space Odyssey (1968) is tested in this video "literacy" 
scale. The reasoning behind the edit from the ape-man's bone to 
the space ship is questioned  to de term ine  the responden t 's  
analogical interpretation skill. The v iew er is also questioned  
concerning his/her detection of the use o f the special effect of
"slow motion" within the scene.
Ideological significance. Video "literacy" can be said to have 
ideological ramifications. Coupled with awareness that images 
should be taken as a deliberate expression of an intended meaning, 
it equips the viewer for drawing inferences about the broader 
implications of the images (Elsaesser, 1990). Such a case would be 
the viewer's familiarity with theoretical perspectives dealing with 
the male spectator tradition of Western art (Berger, 1972) or in
Hollywood movies (Mulvey, 1975; Lesser, 1991). W atching the 
"slasher" scene from De Palma's (1980) Dressed to Kill would make 
the moral and ideological implications o f  the visuals p a r t icu la r ly  
acute  for the informed viewer. Since the "slashee" is the 
traditional female (Dika, 1990), the subjective shot would "be seen 
as a device for heightening  identification with the charac ter
through whose eyes one is seeing. . . . Subjective shots through 
the slasher's eyes are an invitation to the audience to participate 
vicariously in the agression o f a male against a female" (Mulvey, 
1989, p. 23).
The analytical specta tor who is aware of the ideological 
significance of point-of-view (Messaris, 1994) would, as a result, 
be considerably  "immune" to whatever negative influence  the
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device might norm ally be expected to have (MacKinnon, 1990). 
Awareness o f artifice at the formal level leads to awareness o f 
ideology (Elsaesser, 1990). Thus, any references to ideology made 
by the respondent are scored as such on the visual "literacy" scale.
The visual "literacy" scale design consists o f a five-section 
pretest questionnaire in which the respondent views video footage 
and answers exp lic it  and open-ended questions directed toward 
h is/her detection o f artifice, in tentionality , and ideology. Each 
respondent watches and responds to six independent video clips. 
Videos #1 and #2 are the two "sitting" sequences combined to be 
compared with one another. Video #3 is the I c e m a n  (Schepisi, 
1984) "disorietation" scene. Video #4 is the "church to beach" 
scene from C hario ts  o f Fire (Hudson. 1981). Video #5 is the 
Dressed to Kill (De Palma, 1980) "elevator" scene; and Video #6 is 
the "bone to space ship" scene from 2001: A Space Odessey
(Kubrick, 1968).
After each video is viewed, the subject responds to a series of 
questions about that video before viewing the next one. Particular 
video "literacy" proficiencies are tested for each video in this 
manner and given a score for correct answers. The overall score of 
this pretest should result in a comparative indication of each 
respondent's visual "literacy" adeptness.
This video "literacy" score can be tested for variance against 
the subject's response to the presence or absence of the technically 
distorted devices found in the political ads chosen for the second 
part of this experiment. Differences in the subject video "literacy"
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level may, in turn, help to explain response variance within groups 
that view the same ads.
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Chapter 4: Results 
The resu lts  were analyzed  using analysis  o f va riance  
(ANOVA) and t-test statistics. Computation was done using the 
SPSS computer program. The level of significance required was the 
traditional .05.
Hypothesis One predicted that the respondents who viewed 
an ad using technological distortion would evaluate the sponsoring 
candidates more positively and with greater vote likelihood. The 
opposing candidates would receive lower evaluations with less 
vote likelihood than in the ads in which the distortion has been 
removed. To test this, the mean semantic differential scores and 
the vote likelihood for the sponsors of the ads containing distortion 
were compared to those o f the ads without distortion. The 
responses to the opposing candidates were also tested in like 
fash ion .
Demographics o f the Respondents
The participants were made up of 148 (59%) females and 102 
(41%) males with an average age of approximately 26 years; 161 
(64%) were single, 72 (29%) were married, and 17 (7%) were 
divorced. Their education level ranged from 12 (5%) having no 
high school diploma to 112 (45%) having graduated from high 
school and 79 (32%) holding at least an associate's degree, with 31 
(12%) holding a bachelor’s degree and 16 (6%) having received a 
master's degree. Over 46% (116) of the respondents declared their 
party affiliation to be Democratic, 32% (80) to be Republican, and 
22% (54) to be Independent or other.
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Forty-two (17%) o f  the subjects had professional experience 
in media production, while 208 (83%) had none, and approximately 
36% e ithe r  m ajored or m inored  in some form  o f  M edia 
Communication. Forty-three percent (108) were light TV viewers 
of less than 1 to 2 hours per day, 44% (110) were considered 
moderate TV viewers averaging 2 to 4 hours per day, and 13% (32) 
considered themselves heavy TV viewers with 4 to over hours 5 o f 
TV viewing per day.
Effect o f  Presence of Distortions
As Table 1 shows, the respondent mean attitude score (a sum 
o f  the semantic differential scales measuring candidate  image) 
toward the sponsors of all the original distorted ads (52.34) varied 
significantly in a positive direction from that of all o f  the altered 
ads (50.25). The mean respondent attitude potency toward the 
opponent of all the distorted ads (32.46) was also shown to vary 
significantly from that of the altered ads (36.32).
Vote likelihood scores for the sponsor and opponent were 
s im ilarly  different in the predicted direction for d istorted and 
undistorted spots. This confirms the first hypothesis that presence 
o f  the distortion works to the benefit of the sponsoring candidate 
and to the detriment of his/her opponent.
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Table 1
Mean Evaluation Scores: Ads with Technolopical Distortion/Ads
without Technological Distortion
Mean Scores
Group
Total
Population
Ads with  
Distortions
Ads without 
Distortions
Sponsoring * 51.29 52.34 50.25
Candidate (500) (250) (250)
Opposing * 34.39 32.46 36.32
Candidate (500) (250) (250)
Sponsor * 3.91 4.06 3.76
Vote Likelihood (500) (250) (250)
Opponent * 3.07 2.94 3.20
Vote Likelihood (500) (250) (250)
Note: *t-test in d ica te s  the d iffe rence  in d is to rted  and
undistorted ads is significant at g.< .05.
Negative vs. Positive Ads
A two-way AN OVA (Analysis of Variance) (Frey, Botan, 
Friedman, & Kreps, 1991, pp. 293 - 297) was done to compare the 
mean score responses o f  all of the original ads to that of all of the 
altered ads and then all of the negative ads to that of all of the 
positive ads. This was done for the three dependent variables of 
the subjects' mean-score responses (1) to all the sponsors o f the
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ads, (2) to all their opponents, and (3) to all the advertisements in 
general, as seen in Table 2.
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Table 2
Ads With and Without Distortion/Negative and
Positive Ads
Mean Scores Significance  
of F
Ads with Ads without With/ Neg./
Group Distortions Distortions Without Pos.
Sponsoring Candidate
Negative 50.74 49.10
ads (175) (175)
029*  .000**.
Posit ive 56.07 52.92
ads (75) (75)
Opposing Candidate
Negative 43.00 45.77
ads (175) (175)
.002** .000**
Posit ive 18.87 24.25
ads (75)  
Advertisement Evaluation
(75)
Negative 26.21 25.08
ads (175) (175)
.182 .000**
Posit ive 31.48 30.79
ads (75) (75)
Note; * £ <  .05; **g.< .01.
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Table 2 shows significant main effects for presence versus 
absence o f  distortion for both sponsor and opponent evaluations. 
A significant result o f .029 (W illiams, 1992, p. 70) occurred 
between all o f  the sponsor-related responses for the original ads 
containing distortion and all of the responses to the altered ads not 
containing distortion, F (1, 500) = 4.822, p .<  .05. A significant 
result o f  .002 also occurred for the opponent-related responses 
when comparing the original ads to the altered ads, F (1, 500) = 
9.682, g.< .05.
A lthough  there was no sign ifican t main effect fo r the 
advertisem ent evaluation, F (1, 500) = .182, ^  .05, or no
interaction effect for the sponsor, F (1, 500) = .469, g. < .05, for the 
opponent, F (1, 500) = .182, g_ ^  .05, or for the advertisement 
evatuation, F (1, 500) = .790, g. ^  .05, there was a main valence 
effect for the sponsoring candidate, F (1, 500) = .029, g . ^  .05, and 
for the opposing candidate, F (1, 500) = .002, g.<. .05. In other 
words, it mattered if  an ad was distorted or not as in Hypothesis 
One and if  it was negative or positive (not in the hypotheses), but 
not if  the ad was negative-distorted versus negative-undistorted 
and positive-d istorted  versus positive-undistorted.
No significant effect was apparent on the dependent variable 
ad evaluation when comparing the original ads to the altered ads. 
There were no significant interaction effects between distortion 
and ad valence (positive versus negative). Thus, Hypothesis Two 
was negated by the lack of an interaction effect for ad evaluation 
in the 2-way ANOVA in which ad evaluation is the dependent 
va riab le .
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Effect of Visual "Literacy"
For questions concerning awareness o f  artifice, intentionality, 
or ideology, responses were coded as either mentioning or not 
m entioning them. Answers were accep ted  as indicating an 
awareness if  they indicated a general de tec tion  of artifice, 
intentionality, or ideology respectively, or i f  they were explicitly 
noted  with correc t term inology. These da ta  were used to 
de te rm ine  the in d iv id u a l  v isual " lite racy"  score  for each  
respondent as shown in Table 3.
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Table 3
Frequency of Visual "Literacy" Scores
V alue  F re q u en c y Percent Cum ulative  Percent
Low 1.00 1 .4 .4
2.00 4 1.6 2.0
3.00 6 2.4 4.4
4.00 17 6.8 11.2
5.00 29 11.6 22.8
6.00 27 10.8 33.6
Medium 7.00 30 12.0 45.6
8.00 28 11.2 56.8
9.00 30 12.0 68.8
High 10.00 39 15.6 84.4
11.00 17 6.8 91.2
12.00 10 4.0 95.2
13.00 9 3.6 98.8
14.00 1 .4 99.2
15.00 1 .4 99.6
17.00 1 .4 100.0
The frequency of visual "literacy" scores (0 to a possible score
of 17) was calculated to determine a "low," "medium," and "high"
range for the scores. The cumulative percentage was tabulated to
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determ ine a one-third cu t-o ff point betw een "low" and "medium" 
at approxim ately 33% (the difference between scores 6 and 7) and 
betw een  "m edium " and "high" at app rox im ate ly  66%  (the 
difference between scores 9 and 10). Thus, a "low" visual "literacy" 
score was between 0 and 6, a "medium" score was betw een 7 and 
9, and a high score was between 10 to 17 as shown in Figures 6 
and 7.
Figure 6 . Histogram of the Frequency o f Visual "Literacy" Scores
VISUAL “LITERACY- HISTOGRAM
-1 ------------------------------- r -
tS  20 25
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A com parative analysis was conducted for awareness, using 
the factors of a "low," "medium," or "high" visual "literacy" score 
and the detection of artifice. As expected, the analysis revealed a 
m ain effect w ith  regards to the visual lite racy  level o f the 
respondents: 25% of the artifices were recognized by the "low"
respondents, 29.6%  by the "medium" respondents, and 60.1% by 
the "high" respondents. T hus, as M essaris (1994) p red ic ted , 
recognition of artifice correlated to visual literacy levels. As the 
visual "literacy" score increased over the three visual “lite racy” 
levels, the respondents' aw areness of artifice also increased (see 
Table 7).
Figure 7 . Visual Literacy and Artifice Awareness
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In general, the findings of this study indicates that there is a 
considerable difference in the frequency o f references made to the 
devices tested among the three levels o f visual "literacy." They 
overw helm ingly supports M essaris’s (1994) prediction. Training 
and production experience are responsible for substantially  higher 
visual "literacy" scores. Responses from those w ith only academic 
m edia train ing w ere considerably  low er, and low er yet were 
"ordinary" viewers with no formal training whatsoever.
There was a sign ifican t d ifference indicated  betw een the 
mean visual "literacy" scores o f the "ordinary" view ers (4.79), 
those o f "educated" viewers (subjects with m edia-related majors) 
(8.00), and those who were "trained" and held m edia production 
positions (11.03). There was also a main effect noted within the 
num ber of positions that the trained respondents held. As the 
number of the m edia positions they have held over time increased 
from 1 to 2 to 3 or more, their mean visual "literacy" scores also 
increased significantly  from 10.30 to 12.47 to 15.33, respectively 
(see Figure 8).
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Figure 8. 
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A 2 X 3 ANOVA was done to compare the respondent scores 
o f  all of the original ads with distortion versus all of the altered
ads without distortion to the respondent scores within the three
levels of visual "literacy" (low = scores 1 through 6, m edium  =
scores 7 through 9, and high = scores 10 through 17). This was
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done for each of the three dependent variables, evaluations of the 
sponsors, the opponents, and the ads themselves, (see Table 4). 
Table 4
2 X 3  ANOVA: Ads With and W ithout Distortion/Low. M edium, and 
High Visual "Literacy"
Group
Visual
Low
"literacy" Mean 
Medium
Scores
High
Significance 
of F
Sponsoring
Candidate
Ads with 53.47 52.88 5 5 .4 7
Distortion (84) (88) (78) .612
Ads w/o 51.35 50.92 51 .66
Distortion
Opposing
(84) (88) (78)
Candidate
Ads with 28.45 23.30 28 .4 7
Distortion (84) (88) (78) .431
Ads w/o 37.75 28.21 35 .65
Distortion (84) (88) (78)
Advertisement
Evaluation
Ads with 29.77 28.10 30 .5 2
Distortion (84) (88) (78) .531
Ads w/o 28.87 28.00 26 .39
Distortion (84) (88) (78)
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The level of respondent visual "literacy" was found to have no 
significant main effect on the data sets gathered for the distorted 
versus the und isto rted  ads w ith regards to the sponsoring  
candidate, F (1, 500) = .612, p .<  .05, the opposing candidate, F (1, 
500) = .431, .05, and the advertisement evaluation, F (1, 500) =
.531, .05. There were no significant two-way interactions
within the model, F (1, 500) = .712, p .<  .05, F (1, 500) = .078, g. < 
.05, and F (1, 500) = .462, g. < .05, respectively. Nor were there any 
significant three-way interactions detected, F (1, 500) = .815, g .<  
.05, F (1, 500) = .176, g .<  .05, and F (1, 500) = .482, g_< .05, 
respectively . These findings overw helm ingly refute M assaris's 
(1994) prediction stated w ith in  H ypothesis 3. H igher visual 
"literacy" is not necessarily connected to greater critical scrutiny 
by the viewer.
S u m m a ry
T h is research  advances the argum ent that the use o f 
technology can be used to influence the m eaning being drawn by 
the view er from the video image, confirming Hypothesis One. The 
v iew er evaluations and vote lik e lih o o d  o f  the sponso ring  
c an d id a tes  were s ig n ifican tly  h igher in  the ads con ta in ing  
techno log ica l d istortions and, in turn, the opponent received  
significantly  lower evaluations and vote likelihood.
The evaluations of the ads themselves were not significantly 
more positive for positive ads containing technological distortions 
and m ore negative for negative ads con ta in ing  technological 
distortions. Thus, support for Hypothesis Two was not obtained.
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The null hypothesis for Hypothesis Three was not rejected. 
The data sets did not show any sign ifican t variance. Video 
"literate" respondents were not shown to be more "immune" to the 
positive or negative influence that the distorted  ads are intended 
to have. In o ther words, a h igher "literacy" score did not 
correspond to a low er sponsoring candidate  evaluation for the 
positive ads and a higher opponent evaluation for the negative ads.
The v isual "literacy" variable w as show n to have little  
significant influence on the viewer. Thus, there was a lack of 
support w ithin this study for Hypothisis 3. Production "literacy" 
was shown to better equip a viewer to discern artifice, but not 
necessarily  to equip  him /her to becom e a more responsib le  
receiver of political persuasion. It did not tend to lessen the ad's 
intentional im pact on the viewer.
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Chapter 5: Discussion 
Although this must be considered a pilot study consisting of a 
convenience sample of 250 respondents, it may indicate a general 
d irection for audience effect studies in this realm . The results of 
th is  study ind icate  that e th ica l concern o v e r the use of 
technological d istortion w ith in  political advertis ing  may not be 
c r itic a lly  over-ra ted . T echno log ica l d is to rtio n  was the only 
v a ria b le  that seem ed to have consisten t s ig n if ic a n t e ffec t, 
especially  when it was overtly used to demean a candidate (as in 
negative ads) or bolster the image of a candidate (as in positive 
a d s).
Research Design
Need for more research is indicated, but w ith a design less 
com plicated than this one. It was extremely d ifficu lt to decipher 
the effects within a study utilizing both positive and negative ads. 
It often seemed like attem pting to compare "apples to oranges." As 
a result, each genre may need to be treated separately.
The results reported in the opponent data set for the positive 
ads seem ed som ewhat illog ical and problem atic. This may have 
been caused by the nature o f positive ads. They featured only the 
sponsor of the ad, with no m ention of his/her opponent. When 
asked to react to an opponent who was never m entioned within 
the ad, the subjects seemed to have been som ewhat confused and 
m any chose not to respond. This lowered the figures and left 
m any zeros on the score tallies for this category, thus skewing the 
calcu lations. It may be w ise to elim inate th is variable when 
assessing responses to positive political advertisem ents, or at least
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clarify the scoring procedures for this section of the questionnaire 
when the respondents receive instructions prior to each testing  
session.
Each sub jec t should view only one ad, e lim inating  the 
question of sensitization and data contam ination. A sim plified 
q u e s tio n n a ire  d esig n  d irec ted  m ore tow ard  q u estio n s on ly  
concerning the opponents for negative ads and the sponsors for
positive ads would most certainly reduce respondent confusion.
The question may also be raised concerning the rem oval o f 
the techno log ical d istortion  from  an ad designed to con ta in  
distortion. It may change the whole meaning of the inform ation 
w ithin the ad. An audience already conditioned to expect such 
distortion m ight draw entirely different meaning from the ad than 
it was originally intented to have. However, that is precisely the 
reason this study has been perform ed; to determ ine if  adding 
d is to rtio n  does in actuality  change the m eaning o f or add
inform ation to the political advertisem ent itself.
One o th er concern  that m ay need to be addressed  in
reviewing the research design of this study, is the use of the visual 
“literacy” pre-test. Since it focused primarily on the knowledge of 
m edia  techno logy , did it sen sitize  the responden ts to the
technology aw areness variables they were to assess within the ad 
analyses questions? If so, it did so equally within each cell tested, 
since all the cells received exactly the same pre-test. Thus, if the 
data collected were affected by sensitization, they should have 
been affected fairly equally across all the cells which should have 
kept any skewing effect to a minimum.
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Visual "L iteracy”
An im portant dimension to this study was the developm ent of 
a p re-test instrum ent designed to determ ine a score fo r each 
responden t’s level o f media decoding proficiency. The v isual
"literacy" te s t design  seemed to work w ell. W ith a few 
adjustm ents, it could become a viable tool for scoring respondent 
visual "literacy" levels. A few more d irect com parison video 
exam ples m ay be needed specifically  to test the responden t's
awareness o f specific artifices, such as, the "cut," the "fade," and the 
"dissolve," and their intended meanings.
The open-ended questions were useful in testing the internal
reliab ility  and valid ity  of the directed  questions. Here it was
in teresting  to note that although the subject was d irec ted  to
concentrate only on the technology, he/she most often responded 
to the sub jec t m atter within each scene. This was ap p aren t 
especially when it involved em otional behavior on the character's 
part, such as in a reaction shot. It may be of interest to test if 
content may over-ride the respondent's awareness of the influence 
of the technique in any way. If so, this may be the area for ethical 
concern also.
Since th is was the first tim e such a device has been 
operationalized  for such a purpose, there still rem ain questions
concerning its external design reliab ility  and valid ity . W as it 
m easuring w hat it was designed to m easure? To th is end, 
subjecting the visual “literacy” test and its results independently to 
the scrutiny o f factor and a l pha  coefficient analyses (C hronbach,
1951) m ight prove to be worthwhile.
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The results did contain a strong indication of d iscrim ination 
among the determ ined levels. This face validity warrants further 
testing and developm ent o f the instrument, but it should in no way 
be considered an end-all solution to testing this variable; only a 
beginning .
C ontent
Alvin Toffler (1980) suggests that hum anity is in the midst o f 
a new "wave" of institutional change. The worldwide shift into the 
technological age has ushered in an onslot o f marketers vieing for 
consum er attention. The technological revolution goes hand in 
hand with the average person in A m erica receiving exposure to 
over 5,000 persuasive m essages a day (p. 5).
M arshall M cLuhan (1967) may have been a man ahead of his 
time in m aking the controversial statem ent, "The medium  is the 
message" (p. 1). In a world in which high-tech computers and 
d ig itilization  did not ex ist, his "probing" m etaphor may have 
seemed far-fetched and unfounded (Levinson, 1981). But in a
world where technological distortion has becom e the norm and, in 
some cases, may be v irtua lly  undectab le , M cLuhan's (1964)
warning may have com e none too soon; the medium channel "is 
like the juicy piece o f  m eat carried by the burglar to distract the 
watchdog of the mind" (p. 63).
Although the study of the text w ithin a m ediated m essage 
such as a political advertisem ent is im portant, McLuhan's writings
(1963, 1964, & 1967), as sc ie n tif ic a lly  u n su sta in ed  and
nonreplicated as they were (Gordon, 1982), began to shift som e
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atten tion  to the inform ation being carried  to the public by the 
technology of the medium itself.
His concept o f "Technological D eterm inism " probed causal 
re la tio n sh ip s betw een m edia and cu ltu re  and how  modes o f 
com m unication determ ine the course of history. As sophisticated 
technolog ical d istortion  techniques increase w ith in  the television 
meduim, McLuhan (1980), had he lived longer, may have very well 
p red icted  the shift from  issue oriented political ads towards the 
predom inance of im age ads. In his words, "people no longer 
inquire. Do you see my point?’ Instead we ask, 'How does that 
grab you'" (p. 70)?
It would be difficult to accept all of M cLuhan's ideas, but he 
did stim ulate a heightened awareness o f the possib le  effects that 
new m edia technologies could have on culture. This is apparent by 
the increased  in terest in m edia "literacy" by researchers today 
(M essaris, 1994; Muir, 1992; Silverblatt, 1995).
According to this study, it is apparent that when technological 
d isto rtion  is used, the m edium  at the very least m odifies the 
m essage in some w ay. It is also apparent tha t po litical ads
containing technological distortion carry with them a higher degree 
o f in tended impact (w hether it be positive or negative) to the
e lec to ra te  than those not containing d istortion  and that many 
view ers are not aware o f why. When technological distortion is
used within political advertising, it is ethically vital to discover just
how this occurs.
A dhering to trad itional beliefs, it is argued that political 
com m unication should be created to inform voters. "If voters are
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to make rational choices about leaders and policy issues, they must 
have access to inform ation that is true and accurate, unam biguous, 
unclouded by em otion , and, therefo re , enhances, ra ther than  
underm ines, the decision-m aking process" (Kaid, 1991a, p. 146). 
A nalysts argue that television's inclination toward dram atic visual 
im agery is hazardous to political comm unication, contributing to 
unethical advertising outcom es (Spero, 1980). M essaris (1990) 
raises serious concerns, suggesting that the use of video technology 
achieves imagery that is "just not true." The uses of such 
unreasoned televised political discourse are "frequent enough and 
have dem onstrated sufficiently m isleading applications to w arrant 
attention" (Kaid, 1993a, p. 6).
A w aren ess
According to the findings of this study, M cLuhan (1963) may 
have been m istaken when he term ed television a "cool" m edium  
(at least in its capacity to distort an image) — that is, one which 
requires high sensory involvem ent and participation and dem ands 
a response (p. 15).
Proof that this may have been a misnomer appeared often  
w ithin  the answ ers to the open-ended questions asked of the 
respondents. One such example recurred in the answers to the 
questions concerning the production techniques found within the
Cam pbell (1990) and Sununu (1982) "Pinocchio" ads. The ads
featured pictures o f their opponents. The texts were made up o f  a 
series of voice-over statements about them. Through the use of
com puter anim ation, the nose on each picture appeared to grow
longer with each statement.
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W ithout a derogatory word, their opponents w ere visually 
called liars using the Pinnochio nose effect. When asked if  there 
were any v isual techniques used w hich com m ented on the 
presentation  o f ideas w ith in  the ad, m ost respondents seemed 
unaware o f the obvious visual comment, yet mentioned in another 
question that they were being called liars.
It is troublesom e to think that such an obvious statem ent 
made by technologically d istorting the video channel m ay not be 
"read" as such by the view er. If this is so, the po ten tial for 
technological distortion abuse is worrisom e. Modern technology 
has made it easier to oversim plify information and say a lot more 
in a sh o rte r  period  o f tim e in a m anner w hich  defies 
accountablility (until research may prove otherwise).
In this case, a technologically distorted image of the opponent 
visually encodes the "issue" inform ation to be decoded by the 
audience m em bers. It is here where political media specialists 
may be tem pted with a fair amount o f legal safety to present 
sh o rt-c ircu ited  "issue" sta tem en ts through "image" d is to rtio n  
w ithou t hav ing  to devu lge  in fo rm ationa l sources o r proof. 
Unethical intent would be hard to prove in such cases, leaving the 
door open to potential abuse.
In fact, it appears that the distortions within the negative ad 
that R ichard Nixon ran against Hubert Humphrey in 1968 carried 
such crucial inform ation w ith them into the ad, that rem oving 
them caused mixed signals and audience confusion. W ithout the 
obvious n eg a tiv e  v isual and audial d is to rtio n  cu es, many
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respondents ju d g ed  the ad to be a positive ad in favo r o f 
H um phrey .
This poses questions for further study. Does the v iew er 
passively accept and reach the obvious conclusion intended by the 
creator of a political advertisement without thinking about how the 
m essage was m anipulated and transm itted? Is the viewer aw are 
that he/she may subconsciously "read" technological d istortion of 
the video channels as a "language" or "text" for meaning?
Conclusion
If so, these  findings po in t to two possib le  avenues for 
increasing view er awareness of the political advertiser’s intent: (a) 
formal education in media theory and analysis and (b) training in 
actual m edia p roduction  — the la tte r being the most effective  
means (M essaris, 1994, p. 182). A third may need to be added; 
that o f the critical thinking developed by introducing the student 
to such self-protection methods as Hugh Rank's (1976) m odel o f 
in tensify /dow nplay  schem a and Kenneth B urke's (1960) m ethod 
"dramatism." A pplying these types o f analyses to the curriculum  
may help to m ake viewers more critically aw are of their subtle 
m anipulative dev ices.
Rank (1976) outlines a model of media persuasion that could 
help teach v iew ers to become responsible c ritica l decoders o f 
rhetorical as w ell as visual argum ents. His basic idea is the 
prem ise that persuaders use two basic strategies to achieve their 
goals. They e ith er "intensify" or "downplay" certain aspects o f 
their "product, candidate, or ideology:" "(1) Intensify their own 
good points. (2) Intensify the weak points of the opposition. (3)
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Downplay their own bad or weak points. (4) Downplay the good 
points of the opposition" (p. 15). Persuaders use tactics such as, 
"repetition , a sso c ia tio n , com position , om ission , d iversion , and 
confusion" in their favor (pp. 16 - 22) (see Appendix U). Applied 
knowledge o f these various tactics make audience members more 
"skeptically alert" to their intended use.
Burke (1960) offers a tool fo r analyzing  the sem antic 
d im ension  o f m ed iated  p e rsu asio n . He ca lls  his m ethod 
"dram atism " and his tool o f analysis the "dram atistic  pentad" 
(p. 135). His m odel has five central elements: the scene, the act, 
the agent, the agency, and the purpose (p. 135) (see Appendix V). 
"Identifying a persuader's key terms or elements can alert you to 
the underlying m otives of the persuasion and help you predict his 
or her future persuasive appeals" (p. 139).
In a world perm eated by attem pts at persuasion by means of 
v isua l m anipu lation , Larson (1995) p rescribes that a certain  
am ount of "reasoned skepticism" is needed in each view er as a 
means not to be easily taken in by them. This kind o f skepticism 
can only be nurtured  by nurturing aw areness of intent. The 
results of this test indicate that w hether the view er is visually 
"literate" or not, there is little difference in the persuasive power 
that the media have over him or her. All seem to fall prey to their 
in tended influences.
A highly publicized and sustained notion was not supported 
by th is study. D eveloping visual "literacy" cu rricu la  across 
A m erica may not be all it takes to develop a society equipped 
actively to detect the illicit use of persuasive m edia techniques.
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It has been suggested  that m edia "literacy" courses be 
designed and incorporated into the American education curriculum  
as a m eans of circum venting the seem ingly subversive influence 
that "media hype" is having on society. ABC Nightly News (October 
23, 1993) reports that this is already being accom plished with 
great success in "pockets" across the country  and throughout 
Canada. As with this study, it has been found that the most 
effective tool to "immunize" the citizenry against the "attacts" of 
m edia propaganda is to com bine formal critical analysis training 
with production training in coursework designed to m ake people 
aware. This research readily confirms that point-of-view .
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N o lii
( in i i r f i r in c i )
N olst
( ln t i r f i r « n ( i |
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Channel
Channel
^tncadlnj :•s iaae
Elemcna o f the amanuniaman aroctss.
(Dominick, 1996, p. 7)
Appendix B
r t  Autonomous sAol
Autonome**»
segments
" Syntjgmas
Aenrofwiogteai
syntagmas
•2. Parattti syntagma
^  Bracket syntagma 
Oescnqiive syntagma
Osronologtcau—  
syntagmas
Narra­
tive
'synt­
agmas
S. Alternate (narrative) 
syntagma
r6. Scene
Linear 
•narrative -  
syntagmas
7. Eotsocic 
sequence
.Sequence^ 
(properj
& Ordinary 
sequence
Mi-r/*'M‘vT u;\L A rk  % srn**K**
PARAOfGMATIC
AXIS
sMri
Shorts
kmckers
SYHTACMATIC shoes-— — socks"— "T"oams—*——sweater-— —~scart— - »»*hat
AXIS
kill
culottes
lights
Synraisrtutctc a n J  p;tnkiit?tt;ttH tnw tm»^ a «••rittnc-
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(Metz, 1974, p. 136)
Appendix C
READING THE IMAGE
Mental esoenence
S«çmfier f \ j  SIgmRed 
(3) (si
Saccadic reading Cultural experience
Connotation
KtuM’iNtl r i i t  iMAtifcThc »c%pcTictH;v%la>Kifh an mental phcn4»mcn«*n
The i f t iw l  pattern  o reuJ ^tcw^ivailv: the  niennil cxpcncnvc t> the n5ulr *4 the >um %*r 
vulttirai Jc tc rm innno . a n J  1» l«>rmv\lhv it. (^«rli i«pncal a tij  mental inteHettium ci'tnhmctn 
the toncepc i*f the  ngn. where Menilicr 1^ 1 u» rcbcuii r»» ’UtmilieJ (>1. The ngnilter is 
im>rc if t ic a l than  ment.il. the '«i^iilicJ nw4c mental tluin «^ti%al. All three levgh .4 
fca^hnu—^ icca jic . wmu'lfCK.il. anJ vultural—then wikiiKoc »uIi euLh •Khcf m varum^ 
*fc-av> f»» prmjiici* m caninc. cither ow nriallv  »lctu»tafivc ••r owttcwKv M<nm#»tafive.
UNOERSTANOING THE IMAGE
Paradigmatic 
(categories of choice)
Mainly Mainty
denoauvo con nota live
Syniagmatic '  
(categories of ctNistruction)
Spacf 
(Synchronic)
Icon Symbol - Metonymy Trope
% 5y  » =  <  S'Y s' s a s s '
\ /
Index
SCff
Time * 
(Diachronic)
Shot
i
(Secna)
iSequence
1 StifrKSTANlMSiî n ih  IXiAtll-. W c iittJcrscufui a n  inu itx  n*4 ««nlv !•< tCHtir. bu t in  Ci*ntcst: 
in rcbcu*f\ tn  ca rcu itrtcs »•! cIumcc (p ;ira jic ftu c ic ) a r t j  m  rcbtwrn t%> c a tc c u h a  t*i'ct*rutruc« 
ci»*n (xynrattttiatic). T h e  ca tv i?» n o  *4 c Iu h cc  are  van%«usly J e rv ta tn e  »*r citnn*<3Civc. ami 
vuch v an e ty , rx*ne *4 wlu*-e hounJunc»  a rc  d ia rp ly  Je tin o J. 1* charactcnm l hv th e  reb> 
(uioship K n u x v n  .iiirnilier a n J  M tnnticJ. In  th e  (citnic image, w piiner a  identical « iih  
Signified. In  SvtnK iU  th e  ü i^n iiic rB cy tra l tu  th e  signified. K it nut identical. In  mct«mvniic^ 
snd  synec^m jhcs. s ig n ilic r 'k  w m ilnr in  .«*mc u*ay ti* signified, while in crtipis. th e  »icniiier 
IS n u t equal tu  (dU titK tlv  d itlc rc n t trumV th c siu n ilic ii. H ere (he rclatiunship t» ci4i>idcraHv 
m u rr  tcni>«i:^ In  I n d c x o .  M irnihcr a n d  »iunitied a rc  cungnieni.
Syncnctnattc rclathuidutT* (catcKi «ries **l eu n s ttu c tiu n ) uperatc either in  space « *r in time 
synchnm K  p h c n u m c n a  lu ippcn at th e  sam e tim e, u r  wtthtiuc regard to  tim e, «ink* 
d iachnm ic  p lic iiu m cn a  happ im  ocn^ v  tim e , u f  w ith in  it. (H err, the w\mls ~>vnchr*mK “ 
and *dia«:hr(4iie'* ca rry  tlw ir sim plest m e a n in g .  T h ey  are also used with mure specitu 
definitions gen e ra lly  in  setnw«l,«gy an d  lingu istics. in  w hich case synchnm ic lin th n o io  
descriptive, w h ile  d ia c h n m ic  linguistics  is h istoncaL )
Finally, it m ust he ruK cd tl ia t m any u( th e  concepcs czp toscd  in this c h a n  are in* 
fur sounds j s  w ell as i t n a c o .  alth»*igh inoa lly  to  a considerably Itsscr ex ten t. W lole ir n  
tiuc  tha t wcvk* tu 4  rctwl«*Mind»»accadicallv. w e ncvcrtK elasfi<uspsychoU npcallv »««i par* 
(tcular sounds w ith in  th e  t*4al a iid itu ry  expe rience  just as we ’*bk<k our** unw*anrcd •< 
useless nuf?e. \V liilc  miuiuI nno4 seem , in  genera l, far more dem xative and I c e i*  ih.in 
image, it i> tievert lie leas ('•♦vuhle u» apply  th e  c*mcepcs o f  SymKd. Index. roeft*«innv. 
synecdtw he. a n d  tr^ipe. il ilie  n ec i^sary  cluinge> a re  m%le.
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(Metz, 1974, pp. 137, 138)
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Appendix D
TRiirt An anc-ciivercti hand frnm Dali and Bunucl\ Mirrc;ili.st ci;Lvsit 
L'n C'fiicn Aiuitiltm (1928). A n iithcr very complex image, nut easily analyzed. Icnnie. 
Indexical. and Symhyilic values arc all presenc: the image is striking lor k> oun  sake. 
It IS a measure of the infestation o f  the soul of the owner o f the hand, n is eettainlv 
'vm Uilic o f a more général'm alaise, as w ell. It is m etonym ic, hecause ihe_ini> are an 
'.issociated detail"; it is also syn cedoch ic . because the hand is a part tli.n 'lands lo r the 
IS hole Finally, the source ol the image seem s to be a trope: a verbal pun . o the I renyh 
idioiii. "avoir des fourmis dans les m ains." "to have ants in the haiul." a n  expres'um 
emiivalent to the bnglish "my hand is asleep." By illustrating the turn ol phrase literally. 
IXili and Butiuel have extended the trope so that a common ex|ierience o  turned into .1 
'tnking sign ol decay.
(Reisz & Millar, 1894, p. 78)
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Appendix E
I
MÊTONifMY. In Red D aen  (1964). Michelangelo Antonioni develops a pre­
cise meconYRiics o f color. Throughout most o f the film. Giuliana (Monica Vitti) is op­
pressed psYchologically and politically by a gray and deathly urban industrial environment 
When she manages to break a «/ay from its gnp on several occasions. .Antonioni signals 
her temporary independence (and possible return to health) with bright colors, which is a 
detail associated with health and happiness not only in the film but in general culture as 
well. In this scene. Giuliana attempts lo open her own shop. The gray walls are punc­
tuated with splotches o f  btilUant colcrl(the attempt at freeiiom). but the shapes them­
selves are violent, disorganized, frightening (the relapse into neurosis). In all. a compli­
cated set of metonymies.
METONYMY. In Claude Chafatol’s Leda (1959). André Jocelyn portrays a 
schitophrenic character. The image in the cracked mirror is a simple, logical metonymy.
(Reisz & Millar, 1894, pp. 79, 80)
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Appendix F
SÏNECOOCHE. Giuliana in Red Dessen. again, this t im e  surrounded an d  n e ir lv  
Qverwhelmeti by industrial machinery, a "part" that stantis for the "whole " of her urban  
scxtiety. It isn't this 6ctory. these particular machines, that oppress her. but the larger 
reality they represent.
SYNECDOCHE. Juliet Berto in Godard's La Chinoise (1967) has constructed a 
theoretical bameade o f Chairman Mao's "Little Red Books, "parts that stand for the whole 
of Mantist/Leninist/Maoist ideology with which the group o f "gauchistes" to which she 
belongs protect themselves, and from which they intend to launch an attack on bourgeois 
society.
The terms "synecdoche" and “metonymy"—like "Icon." "Index." and "Symbol"—are. 
of course, imprecise. They are theoretical constructs that may be useful as aids to analysis: 
they are not strict definitions. This particular synecdoche, for example, might very well 
be better classified as a metonymy in which the little red books are associated details rather 
tfian parts standing for the whole. (The decision itself has ideological overtones!) Like­
wise. although this image seems easiest to classify as Indexical. there are certainly elements 
uf the Iconic and Symbolic in it.
(Reisz & Millar, 1894, pp. 81, 82)
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Appendix G
Raymond SpoCC Lsuoode ' s (1950)  c a t e g o r i e s  o f  f i l e  graotmar-
I .  V i s u a l  and a u r a l  m a t e r i a l  o f  t h e  c inema-  2 .  A n a l y s i s  or s t r u c t u r e  and 
s y n t h e s i s  o f  e f f e c t .  3 -  S e p a r a t i o n  o f  t h e  c u t  from i t s  s u b s t i t u t e s ,  and  
a n d —c o n s i d e r a t i o n  o f  t h e  l a t t e r :  f a d e ,  d i s s o l v e ,  w i p e . 4 .  C r e d i t  and
c o n t i n u i t y  t i t l e s .  5 .  I n t r o d u c t i o n  o f  t h e  d i v e r g e n c e s  from r e a l i s t i c
r e p r o d u c t i o n  t o  b e  found w i t h i n  t h e  s h o t :  d i f f e r e n t i a t i n g  f a c t o r s -  6 -  The
n o n - o p t i c a l  f a c t o r s :  t h e  c o e n a e s t h e s i s . 7 -  The s t a t i c  f a c t o r s :  c am era
a n g l e  and p o s i t i o n ;  8 .  t h e  c l o s e u p ;  9.  d e l i m i t a t i o n  o f  the  s c r e e n ;  10-
th e  e x p a n d i n g  s c r e e n ;  I I -  c o l o u r  and l i g h t i n g ;  12-  a p p l i e d  t o  t h e
s y n t h e t i c  f i l m ;  1 3 .  f l a t n e s s  ; 14-  t h e  s t e r e o s c o p i c  f i l m -  15- The dyn am ic
f a c t o r s :  c am era  movement;  16- t h e  mechanism o f  a t t e n t i o n ;  17- t i l c i n g -
18- The f i l m i c  f a c t o r s  : camera  s p e e d ;  19- f a s t  m o t i o n ;  20. s low m o t i o n ;
21- t h e  t e m p o r a l  c l o s e - u p ;  22-  r e v e r s a l ; 23-  o p t i c a l  d i s t o r t i o n ;  24-
f o c u s ;  25 - s u p e r i m p o s i t i o n ;  26- r e d u p l i c a t i o n .  27-  S o und:  
c l a s s i f i c a t i o n ;  28-  r e a l i s m - u n r e a l i s m ;  29-  c o u n t e r p o i n t :  30- r e a l i s t i c
c o u n t e r p o i n t ;  31-  u n r e a l i s m ;  3 2 .  p a r a l l e l i s m - c o n t r a s t :  33-  e x a m p l e s ;
34- t h e  i n t e r n a l  mono logue;  35-  t h e  i m i t a t i v e  u se  o f  c u s i c ;  36-  t h e
e v o c a t i v e  u s e  o f  m u s i c ;  37-  t h e  dynami c  u se  o f  m us ic -  38-  The r e l a t i o n  o f  
t h e  s c e n a r i o  t o  m on ta g e :  t h e  d e n i a l  o f  montage ( p p .  113 & 114) -
Appendix H
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M etaphor and film
M e ta p h o r ic  fo r m u la s
A is like B Explicit com parison (cpiphor)
A is B Identity asserted
A replaced by B Identity im plied by substitution
AIB juxtaposition (diaphor)
Ab, so b Metonymy (associa ted  idea substituted)
A stands for (ABC) Synecdoche (part replaces whole)
0  stands for (ABC) Objective correlative
A becom es A or :A Distortion (hyperbole, caricature)
ABCD  becom es AbCD Rule disruption
(AJpqr)
(B/pqr)
C him ing (parallelism )
CHXKr
I 1 I
___ L
KArJ&Ak Fluoc Ta«a. T n ^  SanO.
(k r a t b u l  Herf*d
W fu anoau.
i
I -« jn ia iu u t.   _
" T " ' |Le,c.e;c.c.<:;_____________  ■*"
1-------- 1 -----------1 I I
J-AiyA—SL. 1
«■1 MM* ti ^1" '^.  ÜM 
Iww W weà mtmd
-W» UM Smm* «fi*— PT»C**^
I r .T .T .w  t  J  "—  "
i _ . ._  : T
I • . I
I ww  ét
DiruN». r .lw , ttm. TÛU 1>à^ [
I to < <  I t I I R*— L fi», a^.
- I ■ 1  O M .  U ( W ^  &«—  I
owl—. I —TT- rf
-f '- f
tÎ iI
I
(Spottiswoode, 1950, pp. 126, 129)
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Appendix I
(T u ra e c , 1988)
GENERAL LANGUAGE OF FILM  TECHNOLOGY
CAMERA:
1 .  c l o s e - u p  = s t r o n g  e m o t io n  o r  c r i s i s
2 .  s lo w  f a d e  = c o n t i n u a t i o n  a n d  c o m p l e t i o n
3 .  s h o t - r e v e r s e - s h o t  = c o n v e r s a t i o n  o r  i n t e r a c t i o n
4 .  s l o w - m o t i o n  = a e s t h e t i c i z e d / m y t i i o l o g i z e d / e r o t i c i z e d
5 .  a n g l e  u p /d o w n  = e l e v a t e d / d i m i n i s h e d  p o w e r  o f  s u b j e c t
5 .  p o i n t  o f  v ie w  = i d e n t i f i c a t i o n / e m p a t h y
7 .  i n c r e a s i n g  lo n g  s h o t  = c l o s u r e
8 .  p a n  l e f t / r i g h t  = e s t a b l i s h i n g  p o i n t  o f  v ie w
9 .  l e f t / r i g h t  t i l t  = c o m i c / s i n i s t e r  i n c o n g r u o u s n e s s
1 0 .  s o f t  f o c u s  = r o m a n t i c  s u b j e c t
1 1 .  h a l o  e f f e c t  ( t h r o u g h  f o c u s / l i g h t i n g / l e n s  m a n i p u l a t i o n )  = 
e x a g g e r a t e d l y  g la m o r o u s  a n d  d r e a m l i k e
1 2 .  b l a c k  i  w h i t e  f i l m  s t o c k  = n o s t a l g i c  p a s t / n e w s r e e l /  
d o c u m e n ta r y
LIGHTING:
1 3 .  H ig h - k e y  = r e a l i s m  t h r p u g h  u n o b t r u s i v e  i l l u s i o n  o f  3 - D /f e w  
sh a d o w s
1 4 .  l o w - k e y  = e x p r e s s i v e  t h r o u g h  e x p l o i t i n g  sh a d o w s t o  r e v e a l  o r  
h i d e  e l e m e n t s
SOUND:
1 5 .  i n c r e a s e d  v o lu m e  = i n c r e a s e d  e m o t i o n / a c t i o n
1 6 .  d e c r e a s e d  v o lu m e  = d e c r e a s e d  e m o t i o n / i n c r e a s e d  i m p o r t a n c e  o f  
v i s u a l
c a n  b e  u s e d  t o  : e n h a n c e  r e a l i s m ,  a c t  a s  t r a n s i t i o n a l  d e v i c e ,  
c o n s t r u c t  t h e  w o r l d  o f  t h e  f i l m ,  c r e a t e  a tm o s p h e r e ,  r e f e r e n c e  
s u b c u l t u r e s  i n  t h e  f i l m .
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Appendix J
c
KDM ti*  UUmuHi M tw f y  BcffMn « face m  fac t (IfTSU TW  m a p  a
,  ^ ■***.li»Unwwn»6<neieiifle*r(l46ll.'niea*ref«w*T—dardi
of u A  oa dK pina>-ii aa M at o( pnraoaK n i .  h n o . oT En'i ikaM.
STMOU Here.
Ufleiemapm mfaegmFwt...
•  The Icon: a sign in which the signifier represents the signified 
tnainly by its similarity to it, its likeness;
•  The Index: which measures a quality not because it is identical to it 
but because it has an inherent relationship to ir,
•  The Symbol; an arbitrary sign in which the signifier has neither a 
direct or an indexical relationship to the signified, but rather represents it 
through convention.
(Wollen, 1972, pp. 73, 74, 75)
Appendix K
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IHSTAC?
SECOND ACT
hero in  sknl
rocky canyon
THIRD ACT
cataract
First Act. Diagram represents a rocky, tumbling river. In 
this first act you launch your hero and/or heroine in a frail 
skiff. Once on the way. there is no turning back.
Second Act. The river angles sharply, since your audience 
should never see ahead, or you will lose suspense. Rocks and 
rapids make safe passage for the flimsy skiff apparently impos­
sible.
Third Act. Again the river angles sharply. Dead ahead is a 
roaring cataract. If your protagonist goes over the brink he is 
bound for glory. How you resolve that final crisis we will 
explore presently.
First Act 
(Beginning)
Second Act 
(Middle)
Third Act- 
(End)
1. Introduce your star 
characterfs).
2. Face him with a 
problem or crisis.
3. Introduce his 
antagonist (the bad 
guy).
4. Set up the or-else 
factor, or dreadful 
alternative.
Intensify your 
hero's problem 
with
complications.
Resolve his 
problem, 
affirmatively or 
tragically.
(Bronfeld, 1989, pp. 90, 91)
Appendix L
[ajKC S iz e
Ove rv i ew o f  c z n e r z  s h o e  f i z e s .
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WHEN CANtERA CUTS:
Above chin___
Jujc under chin 
Head and neck
Ac shoulders
At chest.
At svaist
At hips
At knees
Fun figure., 
including feet 
Small area in F g _
Larger area in Fg_
-J ^  y  (Closeup)
ECU (E.vcreme Closeup) 
HCU (Head Closeup) 
BCU (Big Closeup)
CS (Close Shot)
1 (Xcdium Close
Shot)
tS (N(edium Shot)
-MFS (&(cdium Full Shot)
C haracter o r  object, 
in d istant Bg
FS (Full Shot)
_N(LS (Medium Long Shot) 
-LS (Long Shot)
-EXLS (Esctretne Long Shot)
(Cheshire, 1979, p. 60)
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Appendix M
v i s u a l  L iter a c y  
The cyc le  o f  v i s u a l  (or  f i l m i c )  l i t e r a c y .
How well the 
filmmaker uses 
the techniques
Learning
Learning
Recall and 
memory
Learning to 
identify your 
own feelings
Learning to 
criticize
Writing or 
discussing films
Emotional and 
psychological 
responses
Examples from 
the film to prove 
what you say
Techniques the 
filmmaker uses
Your opinions 
and ideas
Examples from 
life experiences, 
other films, and 
from other works 
such as novels, 
TV, etc.
(Bone & Johnson, 1991, p. 20)
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Appendix N
Referring to picture *1 to the right, 
who Is "nearer?"
■"Circle one: (1) The boy
(2) The girl In the white shirt
(3) The girl In the striped shirt
To whom Is the boy throwing the ball? 
Circle one: (1) The girl In the white shirt
(2) The girl In the striped shirt PICTURE *1
Referring to picture *2 to the right, 
who Is "nearer?"
Circle one: (1) The boy
(2) The elephant
(3) The antelope
At which Is the boy aiming the spear? 
Circle one: (1) The elephant 
(2) The antelope PICTURE *  2
(Hudson, 1960, p. 183; 1967 p. 89)
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Appendix O
Imoglne that you are the person sitting 
on the window sill In the picture to right. 
How would you see the painter?
Circle one of the 4 pictures below:
(Salomon, 1979, p. 25)
Appendix P
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SHOTS AND SCENES
The basic building block ol a GIm is the *shoL* A shot is simply 
what happens in Iront o( the camera, from the time the camera 
starts until it stops. The shot is to a Him as a word is to a book. 
Just as words are put together to make sentences, shots in a GIm 
are put together to make scenes. A scene is a single shot or a 
group of shots usually uniGed by time and place. Both a  sentence 
and a scene are dilGcult to deGne but easy to demonstrate. Let's 
take a look at the making of just a few seconds of GIm that will 
eventually become part of a  feature Blm. Here is the script for two 
scenes (numbers 114 and I IS) from a Glim
r ,D_JyT\ /
114 LONG SHOT-Bank buGdIng on busy street. Entrance to 
bank is clearly visible. Pedestrians pass by, uniformed guard 
stands on right side of dooc Charley s ta n ^  to the left of the 
revolving door.
Cut to
115 MEDIUM SHOT-Chariey
Charley chews his ever-present toothpick and glances around 
nervously.
Cut to
CL0SE4JP-Charley 
He checks his watch.
(Schrank,I991, p. 159)
Appendix Q 
POLITICAL AD CODE & CELL NUMBER SHEET
AD CODE NUMBERS:
001. (Negative) HENRY McMASTER (Opponent: FRITZ HOLLINGS)
101. ALTERED VERSION
002. (Positive) BOB ABRAMS
102. ALTERED VERSION
003. (Negative) JOHN SUNUNU (Opponent: HUGH GAHLAN)
103. ALTERED VERSION
004. (Negative) PATTY MURRAY (Opponent: ROD CHANDLER)
104. ALTERED VERSION
005. (Negative) BARBARA NIELSON (Opponent: "CHARLIE")
105. ALTERED VERSION
006. (Positive) DICK HARPOOTLIAN
106. ALTERED VERSION
007. (Negative) RICHARD NIXON (Opponent: HUBERT HUMPHREY)
107. ALTERED VERSION
008. (Negative) JOHN CAMPBELL (Opponent: JIM MILES)
108. ALTERED VERSION
009. (Negative) TED STRICKLAND (Opponent: ROY ROMER)
109. ALTERED VERSION
010. (Positive) BART BARKER
110. ALTERED VERSION
C ELL & VIDEO NUMBERS:
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1.) 1 - 101 
2 - 010
4.) 1 - 002 
2 - 110
7.) 1 - 107
2 - 008
10.) 1 - 108 
2 - 005
2.) 1 - 001 
2 - 106
5.) 1 - 006 
2 - 103
8.) 1 - 007
2 - 104
3.) 1 - 102 
2 - 009
6.) 1 - 109
2 - 003
9.) 1 - 004
2 - 105
Appendix R
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INSTRUCTIONS
The first part of this research experiment is a questionnaire that is designed to gather 
specific information about your background. Your questionnaire will be assigned a 
number and you will not be asked to identify yourself as part of the demographics.
The second part will consist of 6 short videos for you to analyze. Follow the directions 
as they appear on the questionnaire and video screen. Please do not tum to the next 
questionnaire page until after a video has been viewed.
Once you do tum the page you may not go back to any previous pages.
Keep your answers brief, concise, and to the point and please print. Don’t write an essay, 
but rather, use short statements in an outline form. We are looking for your overall 
general ideas.
Remember, this is not a graded exam. There are no right or wrong answers. Just tell us 
what you think, not what you think we want to hear. If there is something you don’t know 
or are unsure of, be honest. However if you think that you might know, put down what you 
think. Don't be afraid to quess.
The last section consists of 2 advertisements. Be sure to follow the "Pause" and "Stop" 
instructions on the video screen promptly after each video.
If you have any questions during the experiment, please feel free to ask.
REMEMBER to pickup your verification of participation before you leave.
MANY THANKS FOR YOUR TIME AND COOPERATION!
Distortion
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Appendix S
QUESTIONNAIRE
I.D. # “1 - Cell #
First I need some descriptive information from you, strictly for 
statistical purposes. You will not be asked for your name, and your 
answers will not identify you.
1. How old are you? Write in the number (no fractions please). 
For the following questions, circle the aporooriate answer:
2. What is your gender? (1) Female (2) Male
3. What is your marital status?
(1) Single (2) Married (3) Divorced
4. What is the highest level of education you have completed?
(1) No high school diplogma (2) High school (or equivalent)
(3) Associates degree (or 2-year college) (4) Bachelor's degree
(5) Master's degree (6) Doctorate degree
5. Which best describes your political affiliation?
(1) Democratic (2) Republican (3) Independent or other
6. Have you have ever worked in the mass media industry?
(1) YES (2) NO
7. If so, print up to 4 main position(s) which you have held, (if not, print
"none" in space #(1).)
(1)   (2 ) _____________________________
(3)   (4) ______________________
8. Also, how many years have you worked in the mass media industry?
(1) None (2) Less than 1 year (3) More than 1 year
(4) 5 years or more (5) 10 years or more
9. How many hours per day do you watch television?
(1) Less than 1 hour (2) Between 1 and 2 hours
(3) Between 2 and 3 hours (4) Between 3 and 4 hours
(5) Between 4 and 5 hours (6) Over 5 hours
10. How often do you watch music video TV programming (such as, GMT,
M-TV, INN, and VH-1)?
(1) Frequently (2) Sometimes (3) Not at all
1 2 
Do not write 
on ttiis side of 
the line.
5
6
10
11
12
13
11. If you attend college or have attended college In the past, or have a
college degree, print what you consider your main major and minor 
fields of study.
MAJOR _____________________________________
MINOR _____________________________________
12. Print your present occupation.
OCCUPATION _______________________________
13. Print your home state or country. 
HOME STATE or COUNTRY ____
For the next 3 questions, write in the number that best describes vour 
voting behavior: 1 = Always
2 = Often
3 = Occasionally 
4 = Never
5 = I'm not yet 18 years old
14. How often do you vote in LOCAL elections?
15. How often do you vote in PRIMARY elections?
16. How often do you vote in GENERAL elections?
^^©1 t!J)Kiîr33=
¥ 0 iwii© m  â
□o not write
on this side of
the line.
14
15
Next you will h av e  th e  op p o rtu n ity  to  view a s e r ie s  of sam ple 
v id e o s .
After viewing e a c h  video, you will be d irec ted  on th e  video 
sc reen  to  p re ss  th e  "PAUSE" button  and to turn  to  th e  next page 
of th e  q u es tio n n a ire  to  an sw e r q u estio n s.
If h ea d p h o n es  have  been  provided, p lease pu t them  on now.
W hen you are read y  you m ay push  the “PLAY" button  on the VCR to 
w atch  th e  f irs t tw o  v ideos, V ideo #1 and  Video #2.
17
16
18
19
20 
21
17.
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Was there any difference in the production technique between Video 
#1 and Video #2?
Circle one: (1) YES (2) NO or Uncertain
if you think so, briefly describe below what you thought the main 
difference was. (Please print.) (If not or uncertain, leave the spaces 
blank or make a guess if you can.)
VIDEO #1 - ____________________________________________
VIDEO #2 -
18. Was there any indication that some of the visual information 
presented in the videos might be more important than the rest? 
Circle one: (1) YES (2) NO or Uncertain
If you think so, briefly describe below how this was indicated. 
(Please print.) (If not or uncertain, leave the space blank or make a 
guess if you can.)
N ext you will have  th e  o p portun ity  to  view Video #3.
A fter doing so , you will be d irec ted  on th e  video sc reen  to  p re ss  
th e  "PAUSE" b u tton  an d  tu rn  to  the  nex t pag e  of the  qu estio n n aire . 
W hen you are ready  you m ay p u sh  the  "PLAY" button on th e  VCR to 
w a tc h  Video #3.
© ©  î ^ © ?  i m
t m m i i i  T © o j )  
¥ 0 1 1 ? ! ©  w m i m ©
R
Oo not wnte
on this side of
the line.
22
23
24
25
26
-4-
19. Imagine that you are the person sitting
on the window sill in the picture to right. 
How would you see the painter?
Circle one of the 4 pictures below:
Do not write
on this side of
the line.
27
20. Do you think the manner in which the camera is used to film the action 
in Video #3 is different in any way from normal action filming?
Circle one: (1) YES (2) NO or Uncertain
If you think so, briefly print how below. (If not or uncertain, leave 
the space blank or make a guess if you can.)
28
21. Briefly describe why you think the director of the scene shown in
Video #3 used the camera the way he did to film the action. (Please 
print.) (If you are unsure, print "uncertain" or make a guess if you 
can.)
29
30
Next you will hav e  th e  opportun ity  to  view Video #4.
After view ing th e  video, you will b e  d irec ted  on  th e  v ideo  screen  
to  p re ss  th e  "PAUSE" button and tu rn  to  th e  n ex t p ag e  of the 
q u e s tio n n a ire .
When you a re  ready  you may push th e  "PLAY" button  on th e  VCR to 
w atch  V ideo #4.
IF!LiÆ\$l ©© M©? TyiBiM THl
yM?OQ= Y©y Mawm
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22. Did you see any video technique used between the church congregation 
and the men running on the beach in Video #4?
Circle one: (1) YES (2) NO or Uncertain
if so, what is it? Please name of it or briefly describe it below. 
(Please print.) (If not or uncertain, leave the space blank or make a 
guess if you can.)
23. If a video technique is used in Video #4, what is its purpose? Briefly 
print below what you think. (If not or uncertain, leave the space 
blank or make a guess if you can.)
Next you will h av e  th e  opportunity  to  view  Video #5.
After viewing th e  v id eo , you wili be d irec ted  on th e  v ideo sc reen  
to  p re s s  th e  "PAUSE" button and turn  to  th e  next page of the 
q u e s tio n n a ire .
W hen you a re  read y  you may push  th e  "PLAY" button on th e  VCR to 
w atch  V ideo #5.
\v?iri=rtr^
j-JzA 
^ 0 .
Do not write
on this side of
the line.
31
32
33
•6"
24. Do you know how the shot pointed out in Video #5 and shown above
was photographed to look the way it does?
Circle one: (1) YES (2) NO or Uncertain
If so, briefly print a description of how it was done below. (If not or
uncertain, leave the space blank or make a guess if you can.)
25. Briefly describe below why you think the director chose to shown this 
shot in this manner in Video #5. (Please print.) (If you are unsure, 
print "uncertain" or make a guess if you can.)
Next you will h av e  th e  opportunity  to  view V ideo #6.
After view ing th e  v ideo , you will be  d irec ted  on th e  video sc reen  
to  p re ss  the  "PAUSE" button  and turn to  the  n ex t page of the 
q u e s tio n n a ire .
W hen you are  ready  you may push the “PLAY" b u tton  on th e  VCR to 
w a tch  Video #6.
y r a i L  ^ © 0  HÆiWi
Do not write
on tttis side of
trie line.
34
35
36
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26. Do you think there is a video technique used to get from the shot of 
the caveman's bone flipping through the air to the shot of the space 
ship in Video #6? Circle one; (1) YES (2) NO or Uncertain 
Please print how you think it is done below. (If you are unsure, 
leave the space blank or make a guess if you can.)
Do not write
on this side of
the line.
37
27. Do you think there was a certain video technique used to film the
action of the caveman beating the bones and the bone flipping through 
the air in Video #6?
Circle one: (1) YES (2) NO or Uncertain
If you think so, briefly describe it below. (Please print.) (If not or 
uncertain, leave the space blank or make a guess if you can.)
38
28. What do you think the overall meaning or message is to the sequence 
of images in Video #6? Briefly describe it below. (Please print.) (If 
you are uncertain, leave the space blank or make a guess if you can.)
39
40
29. Referring to picture #1 to the right, 
who is "nearer" to you?
Circle one: (1) The boy
(2) The girl in the white shirt
(3) The girl in the striped shirt
30. To whom is the boy throwing the ball?
Circle one: (1) The girl in the white shirt
(2) The girl in the striped shirt PICTURE #1
41
42
31. Referring to picture #2 to the right, 
who is "nearer" to you?
Circle one: (1) The boy
(2) The elephant
(3) The antelope
32. At which is the boy aiming the spear?
Circle one: (1) The elephant
(2) The antelope PICTURE #2
43
44
-8 -
Next you will have the opportunity to view Commercial 
# 1  .
After viewing the commercial, you will be directed on 
the video screen to press the "STOP" button and turn to 
the next page of the questionnaire.
When you are ready you may push the "PLAY" button on 
the VCR to watch Commercial #1.
© ©  7 © lF iM  
WOlWi© ©©!lîMli!Fj©]AL fH
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33. Did you recognize any of the candidate(s) shown or mentioned in this 
ad? Circle one: (1) YES (2) NO
34. The political ad you saw is best described as (place a check mark on
your choice):   Strongly Negative
  Negative
  Neutral
  Positive
  Strongly Positive
35. Briefly, print why you feel this way below.
Do not wme
on this side of
the line.
45
46
47
36. Check the statement that best describes the political ad that you saw:
  The ad dealt with the personality and character of the
candidate.
  The ad dealt with an issue or policy question.
37. Briefly, print points you remember about the candidate SPONSORING
the ad below. (If none, print "none.")
48
49
38. Briefly, print points you remember from the ad about the OPPOSING 
candidate below. (If none, print "none.")
39. Do you remember the name of the candidate who SPONSORED the ad? 
Circle one: (1) YES (2) NO (3) Not Mentioned
If so, print it here: _________________________________________
40. Do you remember the name of the candidate OPPOSING the one who 
sponsored the ad?
Circle one: (1) YES (2) NO (3) Not Mentioned
If so, print it here: _______________________________________
41. Briefly print, what you think the main idea being expressed in the ad 
is below.
50
51
52
53
54
55
IQ-
42. Please react to (CANDIDATE'S NAME) on each of the scales below.
For example, if you think he/she is very p leasan t, you would check the 
UNPLEASANT-PLEASANT scale as follows:
1 2 3 4 5 6 7
UNPLEASANT : ____: _____ : ____ : ____ : _____:  : _ X _  : PLEASANT
On the other hand, if you think he/she is very unpleasant, you would rate 
him/her as follows:
1 2 
UNPLEASANT : _ X _  : PLEASANT
If you think he/she is som ew here betw een these two extremes, then you 
would check the space which best represents your reaction on the scale.
If you feel that you have no reaction to (CANDIDATE'S NAME) on any scale, 
please check space number 4 to indicate your neutrality.
UNQUALIFIED :, 
UNSOPHISTICATED : 
DISHONEST : 
BELIEVABLE : .
UNSUCCESSFUL : 
ATTRACTIVE : _
UNFRIENDLY : 
INSINCERE : .
CALM : . 
STRONG : 
AGGRESSIVE : 
INACTIVE : .
(CANDIDATE'S NAME!
2 3 4 5
2
2
3
3
2
2
2
2
2
2
T"
2
3
3
3
3
T
4
4
4
4
4
T"
4
6
6~
6
6
6
6
6
6
6
~6~
6”
6
: QUALIFIED 
: SOPHISTICATED 
: HONEST 
: UNBELIEVABLE 
: SUCCESSFUL 
: UNATTRACTIVE 
: FRIENDLY 
: SINCERE 
, : EXCITABLE 
. :WEAK
: UNAGGRESSIVE 
.  : ACTIVE
□o not 
write 
on this 
side of 
the 
line.
56
57
58
59
60 
61 
62
63
64
65
66 
67
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43. Please give us your feelings toward the candidate SPONSORING the ad 
and his/her OPPONENT on the scale below.
Ratings between 50 and 100 degrees mean that you feel favorable 
and warm toward the individual.
Ratings between 0 and 50 degrees mean that you don 't feel 
particu la rly  favorable toward the individual.
If you do not feel particularly warm or cold, you would rate the 
individual at the 50 degrees mark.
Do not write
on this side of
the line.
-50- ■100
Rate the SPONSOR, : , degrees. 6 8 -70
Rate the OPPONENT, : . degrees.
(IF THERE IS NO OPPOSING CANDIDATE MENTIONED PUT A *0" IN THE SPACE.) 7 1 -73
-12-
44. Please react to the OPPONENT, CANDIDATE'S NAME, on each of the scales below 
For example, if you think he/she is very pleasant, you would check the 
UNPLEASANT-PLEASANT scale as follows:
1 2 3 4 5 6 7
UNPLEASANT : ____; ____ : _____: ____ ; _____;  : _ X _  : PLEASANT
On the other hand, if you think he/she is very unp leasan t, you would rate 
him/her as follows:
1 2 3
UNPLEASANT : _ X _  : ____ PLEASANT
If you think he/she is som ew here betw een these two extremes, then you 
would check the space which best represents your reaction on the scale.
If you feel that you have no reaction to (OPPONENT’S NAME) on any scale, 
please check space number 4 to indicate your neutrality.
UNQUALIFIED : . 
UNSOPHISTICATED : . 
DISHONEST : .  
BELIEVABLE : _ 
UNSUCCESSFUL : 
ATTRACTIVE : _ 
UNFRIENDLY : 
INSINCERE : .  
CALM : _ 
STRONG : 
AGGRESSIVE :, 
INACTIVE : _
2
~2
2
2
2
2
2
2
2
~2
T ”
2
fOPPONENT'S NAME1
3 4 5 6
3
3
3
3
3
3
3
3
5
5
5
5
5
5
5
T
6
6
6
T
: QUALIFIED 
: SOPHISTICATED 
: HONEST 
: UNBELIEVABLE 
; SUCCESSFUL 
: UNATTRACTIVE 
: FRIENDLY 
: SINCERE
, : EXCITABLE 
. : WEAK
: UNAGGRESSIVE 
. : ACTIVE
Do not 
write 
on ttiis 
side of 
the 
line.
74
75
76
77
78
79
80 
81 
82
83
84
85
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Please respond to the following questions by telling us how much you 
agree or disagree with the statement. For instance, if you agree very 
s trong ly , you would mark the 7. If you disagree very strongly, you 
would mark the 1.
If the statement is som ew here between these two extremes, then you 
would check the space that best represents your reaction on the scale.
If you feel that you have no reaction, please check space number 4 to 
indicate your neutrality.
45. The ad was based on facts.
1 2 3
DISAGREE : ____: _____: ___
46. The ad was fair.
1
DISAGREE : __
47. The ad was truthful.
1 2
DISAGREE : ____: ___
48. The ad would help a voter choose a candidate.
1 2 3 4 5
DISAGREE ; ____: _____: _____; ____ : _____ :
49. The ad was honest.
1 2 3 4 5
DISAGREE : ____: _____: _____: ____ : ____
50. The ad was misleading.
1 2
DISAGREE : ____: ___
AGREE
AGREE
AGREE
AGREE
AGREE
AGREE
Do not wnte
on this side of
the line.
86
87
88
89
90
91
If you felt it was, briefly describe why you thought it was misleading 
below. (Please print.)
92
- 14-
SI. The ad was ethical.
1 2
DISAGREE : ____ : ___ AGREE
If you felt that it was not ethical, briefly describe why. 
(Please print.)
52. Where there any visual or audio techniques used in the ad which may 
have distorted or commented on the presentation of the ideas?
Circle one: (1) YES (2) NO
If so, briefly describe them. (Please print.)
53. Write in any visual or audio elements used in the ad which you thought 
made the ad interesting. Print "none" if you thought there weren't 
any. (Please print.)
54. On a scale of 1 through 7, mark how likely it would be for you to vote 
for the OPPONENT, (CANDIDATE).
VERY
UNLIKELY
1 VERY
LIKELY
Briefly describe why. (Please print.)
Do not write
on this side of
the line.
93
94
95
96
97
98
99
55.
56.
-15-
On a scale of 1 through 7, mark how likely it would be for you to vote 
for the candidate SPONSORING the ad, (CANDIDATE’S NAME).
VERY 1 2 3 4 5 6 7 VERY
UNLIKELY : ____ : ____ : ____ : ____ : _____ ; ____ : _____ : LIKELY
Briefly describe why.
-  8 -
Did any of the visual or audio techniques, used in the ad seem 
troublesome or suspect to you? Circle one: YES NO
If so, briefly describe the ones that you remember and how each 
influenced you. If not, write "none."
57. Describe anything unique or anything that stood out to you about the 
way the material in the ad was presented. You may also include your 
personal comments.
Thank you very much for your time. 
Please press the "REWIND" button on the 
VCR and return this questionnaire 
to the lab attendant.
Do not write
on ttiis side of
ttie line.
100
101
102
103
104
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Appendix T
OPEN-ENDED QUESTION CODE SHEET
1. RIDICULE
2. NEGATIVE TACTICS
3. POSITIVE TACTICS
4. CANDIDATE PERFORMANCE
( + Sponsor)
( - Opponent)
5. ISSUES/CONTENT
6. PERSUASION TACTICS
7. MORE INFORMATION NEEDED
8. SKEPTICAL ATTITUDE
(Disagreement)
(Ineffectual)
9. OTHER
(Name recognition, Incumbant, Political position. Personal voting behavior, No 
recall. Party affiliation, etc.)
#96. #97. *156. & ff157:
0. NO / NONE
1 - 9. NUMBER OF MENTIONS
#103. #104. #163. & #164:
1. VISUAL TECHNIQUES
2. AUDIO TECHNIQUES
3. VISUAL & AUDIO TECHNIQUES
4. ISSUES/CONTENT
5. NEGATIVE TACTICS
5. POSITIVE TACTICS
7. PERSUASION TACTICS
8. CYNICAL ATTITUDE
(Disagreement)
(Ineffectual)
9. OTHER
Distortion
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Appendix U
Hugh Rank’s Intensify/D ow nplay Schema
Intensify
(own gocc others fcao)
R epetition—slogans.
jingles, recurring 
examples or themes
A ssociation—linking a 
positive or negative 
- valued idea to one's 
persuasive advice
-Compo^oif^^ÿaphicj^
'. .Onnitsion-^ihalf-truths. • 
• slanted or based 
■ .'1J  evidencie -
Diversion— shifting 
attention to bogus 
issues, e tc
Confusion— making 
things overly complex 
using jargon, faulty logic 
etc
(Rank, 1976 p. 15)
Appendix V 
Kenneth Burke's Dram atistic Pentad M odel
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The five elements of 
dramatism ultimately affect one another and 
each emerge from a common unified core —  
the drama itself.
Purpose
Unified core
Agency
Scene  is where the action occurs.
A ct refers to any m otivated or purposeful action.
A g e n t  is the person or group who take action with in the scene. 
A g e n c y  is the tool, method, or means used by persuaders to
accomplish their ends.
P u r p o s e  is the reason an agent acts in a given scene using a
particular agency.
(Burke, 1960 p. 31)
